
This is a digital copy of a book that was preserved for generations on library shelves before it was carefully scanned by Google as part of a project 
to make the world's books discoverable online. 

It has survived long enough for the copyright to expire and the book to enter the public domain. A public domain book is one that was never subject 
to copyright or whose legal copyright term has expired. Whether a book is in the public domain may vary country to country. Public domain books 
are our gateways to the past, representing a wealth of history, culture and knowledge that's often difficult to discover. 

Marks, notations and other marginalia present in the original volume will appear in this file - a reminder of this book's long journey from the 
publisher to a library and finally to you. 

Usage guidelines 

Google is proud to partner with libraries to digitize public domain materials and make them widely accessible. Public domain books belong to the 
public and we are merely their custodians. Nevertheless, this work is expensive, so in order to keep providing this resource, we have taken steps to 
prevent abuse by commercial parties, including placing technical restrictions on automated querying. 

We also ask that you: 

+ Make non-commercial use of the files We designed Google Book Search for use by individuals, and we request that you use these files for 
personal, non-commercial purposes. 

+ Refrain from automated querying Do not send automated queries of any sort to Google's system: If you are conducting research on machine 
translation, optical character recognition or other areas where access to a large amount of text is helpful, please contact us. We encourage the 
use of public domain materials for these purposes and may be able to help. 

+ Maintain attribution The Google "watermark" you see on each file is essential for informing people about this project and helping them find 
additional materials through Google Book Search. Please do not remove it. 

+ Keep it legal Whatever your use, remember that you are responsible for ensuring that what you are doing is legal. Do not assume that just 
because we believe a book is in the public domain for users in the United States, that the work is also in the public domain for users in other 
countries. Whether a book is still in copyright varies from country to country, and we can't offer guidance on whether any specific use of 
any specific book is allowed. Please do not assume that a book's appearance in Google Book Search means it can be used in any manner 
anywhere in the world. Copyright infringement liability can be quite severe. 

About Google Book Search 

Google's mission is to organize the world's information and to make it universally accessible and useful. Google Book Search helps readers 
discover the world's books while helping authors and publishers reach new audiences. You can search through the full text of this book on the web 



at |http : //books . google . com/ 



Mus Z96./00 




HARVARD 
COLLEGE 
LIBRARY 



MUSIC LIBRARY 



ifn'*'-' 



Digitized by VjOOQIC 



Digitized by VjOOQIC 



Digitized by VjOOQ IC 



EXERCISES 



IN 



MELODY -WRITING 



A SYSTEMATIC COURSE OF MELODIC COMPOSITION, DESIGNED 

FOR THE USE OF YOUNG MUSIC STUDENTS, 

CHIEFLY AS A COURSE OF EXERCISE COLLATERAL WITH 

THE STUDY OF HARMON V 



BV 

PERCY GOETSCHIUS, Mus. Doc. 

(Royal Wurtemberg Professor) 

Author oj 

** Thb Material Used in Musical Composition " 
" The Theory and Practice of Tone-Relations * 
''The Homophonic Forms op Musical Composition" 
** Models qv the Principal Musical Forms," htc 



New York: 
G. SCHIRMER 



Digitized by VjOOQIC 



- r^ ^ jb 



-A-V 



l^uuo M^.lCO 



I U N i V ? ' ;■ : "l Y I 



^yVA .^Qido'-J' %4i^ 



Copyright, 1900, by G. Schirmer 



15209 



(H) 



Digitized by VjOOQIC 



PREFACE 



The object of this course of musical discipline is, to assist the young 
student (whether or not he expects to become a composer) to form and to 
cultivate habits of correct melodic thought. 

It is simply a carefully graded course of exercise in mehdy-inventton^ — not 
conception. The agencies which conduce to the transition from the former 
into the latter are touched upon in paragraphs 125 to 129, which may be briefly 
scanned, here, without harm. 

The reasons for urging such a course of technical practice upon students 
of music (general, as well as special students) are two-fold : 

1st, because the prime object of all theoretical study in music is, or shauld 
be, melody, A thorough apprehension of the conditions of correct melody, 
and command of its natural laws, pave the way to the full and easy reception 
of all other phases of discipline in music ; they are the only natural preparation 
for successful studies in sight-reading, harmony, counterpoint, form, instru- 
mentation and interpretation. 

2nd, because all musical practice, productive or reproductive, in common 
with all other operations of mind and body, is the result of habit, and is there- 
fore qualified exactly according to the quality and energy of the habits which 
have been contracted, by accident or intention, in early life. The effort to con- 
trol the formation of these habits, and guide them as early as possible into 
proper channels, is therefore obviously the most valuable that a wise educa- 
tional purpose can induce. 

Whether there are laws governing melodic conduct, or not, is a question 
to which an answer will be found in the book itself. 

(iii) 
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II. 



It is to be inferred from the above, that the best results will be gained by 
beginning this course of exercise early in life. Not, however, as a rule, before 
the twelfth or thirteenth year. 

It may be pursued before Harmony is taken up, or entirely independent 
of the latter. But it will probably prove most efficient as collateral study, 
interlined between the exercises of any standard text-book on Harmony ; either 
from the beginning, or in the later course of harmonic study; in regular alter- 
nation with chapters of the latter, or interlined strictly according to subjects. 

The degree of benefit to be derived, is manifestly proportionate to the 
degree of thoroughness with which each lesson is exercised, — precisely as pro- 
ficiency in scales or any other item of pianoforte technique depends upon the 
number of times each movement is thoughtfully repeated. It is a system of 
drill, which must be persisted in until its aim, — the fixing of habits ^ — is 
achieved. For this reason, the course should cover a full year. 

The musical illustrations have been made unusually copious, because this 
particular phase of musical education is likely to be absorbed by the pupil 
quite as readily through sensuous contact with melodic sounds, as by mental 
induction. Therefore, they are to be studied as faithfully as the text, both at^ 
and away/roMf the key-board. 



Percy Goetschius, Mus. Doc 



Boston^ Mass, 

September, 1899. 
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EXERCISES IN MELODY-WRITING. 



DIVISION ONE. 
ESSENTIAL TONES. 



CHAPTER I. 

MAJOR. THE SOALELINE, REGULAR. 

1* Any series of single tones is a Melody. The qnality of the melody 
depends upon the choice and duration of each snccessiye tone. The general 
conditions of good melody are: 

Coherency, throughout each chain of three or four 

snccessiye tones; 
Unity, in the design and effect of the complete 

melodic sentence; and 
Interesting movements, exhibiting sufficient variety 

to banish every trace of monotony. 

2. The choice of successive tones (aside from the question of durations) 
is subject, fundamentally, to two Primary Rules of melodic movement 

FiBST PkniABT RuiiB. 

3. A melody may follow tJie line of the 

MAJOR SCALE, 

upward or downwa/rd, with almost 
unlimited freedom. 

This yields the smooth species of movement called diatonic, oonjunct» 
»r step-wise progression. 

5 
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4« Step-wise progressions are regular, and oonsequentl j invariabl j per- 
missible, when they confirm the natural or inherent melodic inclination qf the 
eo-caUed Active scale-steps (par. 6). 



5. The seven steps of everj scale are divided into two < 
The let, 8rd and 5th scale-steps (those which constitute the Tonic 
Triad, or harmonic core of the key, see par. 18) are Inactive, They occnpy 
the centre of harmonic repose, and are therefore inert, not moving except in 
obedience to some ontward impulse. 

The others, — the 7th, 6th, 4th and 2nd scale-steps, are Active, because 
they lie outside of this circle of harmonic repose, and are urged by their 
inherent impulse to regain the condition of rest. For illustration: 



Ekl. 



i 



C mi^or. 



m 



3=^ 



18 6 

InactiTe Soale-stepa. (interior) 



AotiTe Soale-steps. 



i 



(exterior) 



6. The direction, and the degree of urgency, of the movement are 
dictated by the location of each Active scale-step, and its proximity to the 
nearest inactive or central scale-step, — as follows: 

(a) The tendency is most urgent in the 7th scale-step, and its direction 
is upward* 

(h) The tendency is somewhat less urgent in the Sth step, and its direc- 
tion is dawnwa/rd. ' 

(c) Still less urgent in the Mh step, — tendency also downward* 

(d) The inclination of the 2nd scale-step is evenly balanced between the 

Ist and 3rd steps, from which it is (practically) equally distant. 
For that reason it need not be considered in this connection. 
For illustration: 



^-■ A^ ^'\' I ^^J I J^j l ( 




g > ■ ^ ^^a ^ — ^ 



C major. 



exterior interior 



7. The progression of an Active scale-step in the proper direction is 
called its Resolution. 
General illustrations: 

9. 6 






3. 7 




4L. 4 



H-J J- I I J^ , ^^ 



^ 
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(I»r. 9b.) 



BnTROVKf. 




^ ^ ^ ^ ^L T^" 2- 



e. ^fulante. 



Bkbthovsk. 




7. AlUgro, 



Brahms. 



pi=rr'< rfJT- iyi ^-K 



m 



_j__J. 



S.^Ib^tv. 



MKSDBLflSOmr. 




' [ I rr f4^ J J junIj J 



T-— r 



O.Mtdtnta. 



^•■hi J J^ 



1^ 



=t==^ 



Hbndeussohh. 



» 



^ 



j J f i M ^^j- iii 



8e«alM>.Ez.5i Bx.l«,Ko.8; Ex. 86, Ko. IS; Ex. 50. 



THE 4:-MEASUBE PHBASE. 

8. The smallest complete melodic sentence, called the Phrase, gen- 
erally embraces fonr ordinary measnres. 

(a) When regular, it begins with one of the (inactive) tones which con- 
stitute the Tonic Triad. These may be placed npon the first (accented) 
beat of the first measure; or one, perhaps more, beats before the first full 
measure. If the Phrase begins, thus, with one or more preliminary tones, 
their value is to be subtracted trom the final measure. 

(b) The Phrase closes with the Tonic (i. e., the key-note); upon an 
aooented beat of the fourth measure (upon either accent, if a compound 
measure); and preceded by either of the three tones which constitute 
the Dominant Triad (see par. 19). This ending is called the Perfect 
Oadence. 
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Thus (in O-major) : 



1. TriplA rhythm. 

I beginning. 



Unaecentsd htginning. 



Ex. 4. 




(either) 



9. Daple rhythm. 
-4- 



(i^-. I 1 1 1 1 1 1 1 i T i Ti t \ ^=f^fTT\ I r~f H 



* 



•/ .5. -J- -^ 

* These chord-names are explained in Chap. Ill, par. 18, 19. 

9. Besides the step-wise progressions, up or down the line of the 
major scale according to the first Primary Bule, it is everywhere per- 
missible 

(a) To repeat a tone, once or oftener. For example: 
Moderato, 



Ex.5. 



• rep. 



B^ 



rep. 



:)=F 



m 



m 



::t 



7 
Cabxt. 



■3 ■» w 

r I f 



i 



rep rep eto. 

See also Ex. 3, Kos. 5 and 6; Ex. 32. No. 8; Ex. 30, Kos. 1, 8, 9; Ex. 54. 

(b) To progress upward or downward by the interval of a third, i. e., 
OYcrleaping one diatonic scale-step. If this skip of a third is made from an 
Inactive tone, it involves no obligation wliatever. If made from an Active 
scale-step (namely, from the 7tb, 6th or 4th, — aa stated in par. 6d, the 2nd 
scale-step is not subject to anj/ of the rules of active steps), the consequences 
depend upon the direction of the leap. No subsequent consideration is 
necessary if the melody makes the leap in the proper direction (from the 
7th scale-step upward, from the 6th or 4th step downward, as is to be 
done in the present lesson). For illustration: 



From Inactive tones. 



Ex. 6. : 
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EXERCISES IN HELODT-WBITINO. 
B. From Aotive tones, in the proper direction. 




^If- i I'M^J-^ 



4 (par. 38 6.) 



LESSON 1. 

A number of original melodies (at least one in each key), with strid 
regard to the following limitations and directions: 

(1) Only in major keys. 

(2) Without modulations, — i. e., each melody in one key throughout.* 

(3) As 4-measure Phrases, according to the models of Ex. 4. 

^(4) In 2/2, 2/4, 3/2, 3/4, 3/8, 4/4, 4/8, 6/8, and 6/4-measure, successively. 

(5) The rhythm strictly uniform, i. e., one tone to each beat, as P, for 
f, according to the chosen measure, — excepting the final cadence-tone 
(see Ex. 4). 

(6) The scale-line, tone-repetitions, and an occasional skip of a third 
are to be employed. Of the latter, only one at a time (perhaps returning, 
as shown in Ex. 6), — not two successive leaps in the same direction. 

(7) No violation of the natural tendency of Active scale-steps is per- 
mitted in this lesson. Each is to move in the proper direction. Examples 
2 and 6 b. 

KoTB. — The work should be, at present, merely the medianieal application of the fdven 
rules; these rules are to become Aodite,— formed and established, as habits are, by persistent 
systematic effort. After regular, correct nielo<lic nioveraeut has become a habit of thought, the 
tones will soon invest themselves, more or less unconHciouHly, with feeling and purpose; and all 
Bzceptional progressions will l>e likely to rectify or justify themselves. 

At the same time, the student tfiutit endeavor to hear each tone as he writes it down, without 
the aid of an instrument, and must not desist until he can thus mentally follow, accurately, every 
melodic movement. Further, each iuelody, when completed, must be tung, and then tested at 
the key-board,— but not until completed ; the invention must be prosecuted away from any in- 
strument. 
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CHAPTER IL 

THE SCALE-LINE, EXCEPTIONAL. 

10. It is always possible to evade the Besolntion, i. e., to oonntenot 
the natural tendency, of the three Active scale-steps, and force them to pro- 
gress in the opposite direction, by approaching them, along the line of the 
scale, in the corresponding (i. e., opposite) direction. This confirms the 
first Primary Bule, in its fnllest sense. For example: 



^r f^ ^-f^^^-^^-M^^^ I I J, ^ 



4M 



AUgood 

a. Allegro. 
4 6 



irreg. 



BBBTHOVm. 

7 6 



^m 



lM3t 



reg. 



reg. 



«^. 



3. AU&gro, 



^'< J i^^^j 



irreg. reg. 

Bbbthotbh. 

4 



• ^ I » 



reg. 



irreg. 



reg. 




irreg. 
SeealBoEx. 47, l^o. 1; Ex. 52, No. 2. 



irreg. 



11, If approached in the direction of their Besolntion, along the scale, 
howeyer, the natural inclination is reinforced, and mu&i be fulfilled,— at 
preaent Thus: 



Digitized by VjOOQIC 



XZXBOIBBS m HXLODT-WSmMa 



11 



7 • 7 7 




good 



? ? * 



good 



* Somewhat leas objeotioxiAble, becaiiM the tendency of the 4th aoale-step is leu argent 
than that of the other Active tones (par. 6«). 

In other words, the melody, in pursuing the line of the scale ttpward, maj 
tnm back (if desired) at any point excepting the 7th scale-step; in porsning 
the line of the scale dovmward, it can turn at any point excepting the 6th 
or 4th step. 

12. As intimated in par. 9 b, the skip of a third may be made in either 
direction, even from an Active scale-step. An obligation is involved only 
when the leap of a third is made contrary to the natural tendency of the 
Active tone; in which case the melody must immediately turn back,— either 
by a leap, to the preceding tone, or by step-wise progression. For illus- 
tration: 



Skip of 3rd from Active tones, Irregnlar (oomp. Ex. 6, B). 



Ex.9. -I 




? ? 





i j-j-^j 



? ? 



LESSON 2. 

A number of original 4-measure melodies (at least one in each major 
key), according to all the directions of the preceding lesson, excepting (7); 
both the regular and irregnlar progressions of the Active scale-steps are to 
be employed. The danger of manoUmy, arising from the uniformity of 
rhythm, must be counteracted by variety of tone-succession; avoid moving 
about in the narrow compass of the same 3 or 4 tones, aud, as a rule, avoid 
returning too frequently to the same tone, especially on corresponding beats 
of consecutive measures. 
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CHAPTER III. 

T8E CHORD-LINE. 

Seoomp Pbiuabt Bulb. 

13. A melody may follow the line of a/ny good 

CHORD 

upward or downwa/rd, with almost unlim'- 
ited freedom. 

Thin yields the more vigorous species of moyement called disjunct, or 
by skip (or leap) ; and affords the necessary contrast with the step-wise pro- 
gressions. 

14. The ''Scale-line'* may be abandoned for the ''Chord-line," or 
the chord-line for the scale-line, at any point in a melody, — subject to a 
few self-evident restrictions. 

15. The influence of Habmony (i. e., the construction, relation and 
succession of chobds) upon melody-formation is so great and constant, that 
this is probably the most vital of the two Primary Rules. Unless already 
familiar with the elementary conditions of Harmony, the pupil must study 
the following brief exposition so thoroughly, and transfer all illustrations to 
every other key so frequently and perseveringly, as to acquire absolute free- 
dom in recognizing and employing the principal chord-lines correctly. 

16. The tones which constitute a chord are found by adding one higher 
3rd after another, to the fundamental tone which is to be the root, and the 
index of the chord (of its name, quality, and relation to other chords). 
Thus, for the "chord of C": 



Ex.10. 



i 



-3rd — tf»— 3rdl 



^ 



dftord-root, chord-third, chord-flfth. o-e-g. 



These letters, e-e-g, constitute the chord of c ; and they may appear as 
representatives of that chord-line in <my order. Thus: 



fix. 11. 



fii I J ^ij •' j i j r -iij >' Mn 



etc, eto. 
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FUNDAMENTAL HARMONIC PRINCIPLES. 

17. Each key comprises three classes or families of chords, called 
respectiTcl J the 

Tonic class; 

Dominant class; and 

Second-Dominant or Stib'Dominant class. 

18. The ToNio ciiASS consists of two chords, one erected npon the flrst 
scale-step, or Tonic note, and called the Tonic Triad or ** The One" (marked 
I) ; and one of subordinate rank erected npon the sixth scale-step, and called 
*' 7%0 Six" (marked YI); the latter is mnch less common than the I. These 
Tonic chords are limited to three Tones, — hence their title ** Triad." Thns, 
in C-major: 



Ex.12. 






Tonic Triad, or L 
O Major. 



i 



3 tones, o 

Subordinate Tonic Triad, or VI. 
O Major. 



"22= 



¥^ 



atones, ft • e - e; somewhat rare. 

10. (a) The DoMiNAirr oiiASS consists of a dnster of chords erected 
upon the^iA scale-step, or Dominant These chords maj embrace as many 
as five tones, the lowermost of which (the root) is often omitted. Thej are 
erected and named as follows in C-major: 



Ex.13. 



i 



Dominant Triad, or V ( " The Fire "). 
O Major, 



-i9- 



^ i n any order.- 



i 



atones, g - b - d 
Dominant 7th-ehord, V* ( •• Five-Seven •*). 



-uP- 



-iSf- 



^n any order.; 



f (the latter ft ohofd-serettth). 
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Bomiittikt Mh-ehoid, T* ("nTclTiiw"). 



i 



-d?- 



I 



Stonas, g • b - d • 
Domiiuuit Tthf Inoomplete. oY^. 



ft ( the Ifttter ft ohofd-nlnth). 



w 



Without Boot» - b - d • f. 
DomixuAt Mh, Inoomidete. oV*. 



i 



-t5»- 



i 



-*- 



p 



Withoat Boot, o • b - d - f - •. 

(h) To the Dominant class belongs also a Triad of subordinate rank, 
erected npon the ihird scale-step (the HE); it is so rare and nnimportant 
that it may be ignored altogether in connection with melody-invention, — 
L e., it is not a '* good " chord (par. 13). 

20. The SsooND-DoMiNAirr or Sub-Dominaitt class consists of a cluster 
of chords erected upon the second scale-step, in precisely the same manner 
as those on the Dominant, — containing five tones, with frequent omissions of 
the root Thus, in G-major: 



Ex. 14. 



i 



Seoond-Dominant Triftd. II. 
O Major. 



zsn 



^ aoy order.; 



» ^ 

Stones, d « f - a 

Seoond-Domixiftnt 7th-chord, 11^. 



I 



i 






zsn. 



zsz. 



Very rare. 



I 



V 

4 tones, d 



Snb-dominftut Triad (properly, the qH^i with omitted Boot). 



i 



zaz 



122= 



i 



Tonee, o • f - a • o, called lY , for convenience. 

Sab-dominant 7th chord (properly, the oil*, with omitted Boot). 



I2ZI 



Tonefl. - f - a • c • e, called lY*. 
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Btunmary (G-major): 



Ex. 16. 



1. Tonio oUm. 2. Dominuit elan. . Ban. 

I VI V v» «v» v» «v» m 



i 



I VI V v» 

8. SeooDd-Bominaiit oIms. 



^ 



v» oV* ni 

Very rare. Bare. 



m 



n 



ii» 



IV 



n» 



iv» 



N. B. — ^ThiB table mnBt be reproduced in every major key, daily for a time, at the 
key-board, and in imting. 

21. The few primary mles which govern the snooesdon, or move- 
xnents, of these chord-olasiseB are as follows: 

(a) The chords of the Tonio class may progress into (L a, may be fol- 
lowed by) any other chord of the same key. 

(b) The chords of the Dominant class can only progress easily into those 
of the Tonic class, preferably into the I, more rarely into the YL The pro- 
gression of a Dominant chord into one of the Second-Dominant class is 
uncommon, and need not be considered in melody-invention. 

(c) The chords of the Second-Dominant class pass most readily into those 
of the Dominant class; but they may also be followed by those of the Tonic. 

22. N.B. — These rules of chord-succession are so fuSLy confirmed by (he 
ruies of inherent melodic tendency (explained in paragraphs iS), that careful 
observance of the latter facUitateSf largely ^ the correct application of (he former. 

23. Nevertheless, it is necessary to be fully conscious of the quality 
and name of the chord-lines represented by skips in the melody, and to con- 
trol their movements accordingly. 



RULES FOR SINGLE SKIPS. 

24. Each single skip must obviously represent, at present, some good 
chord. For example (Omajor) : 

no chord ni (par. 10 b) 



Ex. 16. 




??? 



??? 



??? 



??? 



??? 



VT, not as good as IV or IL 
(par. 18) 



(par. 18) • rV I 



all good. 
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rvv 



^^ 



i- 



p 



^ 



??? 



??? 



25. With this single limitation, a leap maj be made from any tone, 
Active or Inactive, npward or downward. The rule of inherent melodic 
tendencies, or Resolutions (par. 6) is, consequently, not binding upon the 
Active scale-steps during skips that constitute good chord-lines. While it 
is always smoother and more natural to condwA these scale-steps in the proper 
direction, they may leap along a good chord-line, without objection, in the 
opposite direction, — even irrespective of the manner in which they are 
approached (par. 11). Thus: 



Ex. 17. :i 



A. Step 7, regular. 

-7- 



eI 






V V 

IrregnUr (bttt good). 



(Ex. 29) 



^=^^.N'0 -11 



-* #- 



^^^ 



m 



?? 



B. Step 6, regular. 
6 



4= 



^^ 



53t: 



E?^^^ 



IV II 

Irregular (but good). 



IV 



VI (par. 18) 






i 



TL 



IV 

C. step 4, regular. 

4 



rv 



VI 



all good 



^^ 



m 



n or V» IV 

Irregular (but good). 



V7 



IV 



VT 



I lg g 



^ 



-^'■^^SI P^I 



IV or v» rv 



nor VT 



(Ex. 8) 



asx.») 
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26. The leap of a Third (called a ''narrow" skip), as hto been seen, is 
always permissible. Anj larger leaps than this (called "wide" skips) are 
subject to the following general condition: 

A/ler a wide skip (L e., any distance beyond a third) the melody is very 
likely to turn, and progress, by scale or chord-line, in the opposite direction. 
Thns: 



CX.1& 






77? ! ^ 



^^ 



^5 



etc. 



lAll better, as 



_ rule, than 
Z^the following : 




etc. 



3. Allegretto. 



MSITDELSBORN. 




3^ 



I 






eto. 



See also. Ex. 32. No. 1; Ex. 36, Nos. 4. 14, 18, 19, 20; Ex. 52, No. 5; Ex. 60. No. 2; Ex. 64, No. Sk 
Ex. 'tS. Nos. 1. 2; Ex. 100, No. 3; Ex. 101. No. 5; Ex. 117, Nob. 11, 12. 

27. (a) If the melody, however, violates this rule, by continuing in 
the same direction after a wide skip along the line of the scale, it should, as a 
rule, pass on only one step, and then turn. lu other words, while it is 
always more natural to turn back immediately after a wide leap, it is usually 
sufficiently correct to do so at the second following tone. Thus: 



F c ^r-^T-;:?^ 



I 



Ex. 19. 



4- 



*1) ♦2) •3) 

*1) From d down to either of these tones. *2) From/ to cither of these. *3) To either. 



fb) At the same time, if the scale-tone that follows the skip in the same 
direction chances to be one of the Active tones, it is more than likely to 
assert its natural tendency and resolve properly, — in which case the rule of 
" turning, after a wide leap " will be evaded altogether. Thus: 



Ex. 






See Ex. 21-1. * 



Ex.21-a. * 



* These two proin*eHsions are dottbtfnl in any eaae, for they inyolve a violation of both the 
mle of par. 6 a, and that of par. 26. 
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28. (a) The rule of par. 26 gives emphasiA to the still more binding 
and important mle, that 

It is possible to skip to any Active tone in the direction opposite to ihe 
tendency of the latter, namelj: from any tone (though seldom beyond an 
octave) downward to the 7th scale-siep; from any tone upward to the 6th or 4th 
scale-step, — because their natural Besolution provides for the change of 
direction after the leap. Thus: 



Ez.21. -] 



1. 

m 



:*it^-^ 



T^f \ '^'^ 



E-»- 



^^^ 



^ 



from «ithfli: from either from either 

See also par. iM; and Bx. 52, No. 6. 

(h) It must not be inferred, however, that this is necessary. It is of 
course also possible, though far less regular, to leap upon an Active tone in 
the other direction (i. e., upward to the 7th scale-step, and downward to the 
6(h or 4th step), though only along some perfectly good chord-line, as 
already seen (par. 24). 

29. (a) If the Active tones are approached by a vide leap irregularly 
(in the direction corresponding to their Besolution: up to the 7th, down to 
the 6th or 4th steps), it will either afford an additional opportunity of 
obtaining the irregular progressions given in par. 10 (Ex. 7), in keeping with 
the rule of par. 26 ('' turning, after a wide skip"); thus: 



Ex.22. 




^iK; 



Doobtfol, becaase of the ' 
extreme argenoy of X 
7tb acale-step; par. C 



> of the \ 
of the 1 
f. 0a. I 



(h) Or, better, it will be found expedient to take advantage of the 
license of par. 27a^— i. e., to turn back at the second following tone. Thus: 



llx 23. 




to either 






All better than thoae of Ex. 22. 



30. The leap of an odaw is allowed from any tone, upward or down- 
ward (according to the low or high pitch of the tone from which the leap is 
to be made). This is simply a wider version of par. 9a. For illustration: 



Ex.24. 



par. 26. 



par. 27 a. 



i 



^p 



'M "^'f 

toeithw 



lj^rT,.>"ir->.M ^ 
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LESSON 8. 

A large nninber of original 4-measure Melodies, in all major keys, and 
in all the species of measure prescribed in Lesson 1. The rhythm nnilorm. 
The scale-line and skips of a 3rd to be used as before; and, besides these, 
single wide skips (i. e., each wide skip followed by the scale-line, or by a 
narrow leap) may oconr, according to the above mles. Sing, and play, each 
melody toAen completed. 



CHAPTER IV. 

THE CHORD-LINE, CONTINUED. 

31. Beview par. 13, and Ex. 11. If the melody is to continue, after a 
wide skip, with another skip in the same direction (contrary to the general 
principle of par. 26), it may pass into any tone which harmonizes with the tones 
of the preceding skip, — and so on, as far as the skips extend in the same 
direction. This rule represents simply the application of the second Pri- 
mary Rule (par. 13) in a broader sense. For example: 



I 



a. 



^E=^ 



^^ 



^ 



Ex.25. 



P 



C-maioT, I. 



rr^.,j^ 



^Nr#- 



=^ 



V» oTT 



7. (par. 6 a). 






8. 



IV 

O. (par. 6 a) 



U 
lO. 



11. 






? 

(par.Wb) 

la. 



13. 



ni good 

1^ 






I And the same in the 
opposite direction of 
each figure. 



32. If the last tone of the faulty groups (faulty, because the last tone 
does not harmonize with the preceding tones) be desired, it may ahoays bo 
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reached by /ur»in^,— i. e., it may be taken in a higher, or lower, ootare- 
register. Thus: 



Ex. 26-«. 



Ex.26. 



^m 



aUgood 
25-11. 25-13. 




25-13. 



25-14. 



I 



I 



r^^J ' i ^..^^^^'" l I j J :^ 



ete. 



33. This important rule appears to have some bearing npon a single 
skip which follows after the scale-line in the same direction; it is always beet 
to skip thus onward to some tone which bears obvions affinity to the ruling 
harmonic impression of the preceding scale-tones. What this mling im- 
pression is, depends chiefly npon the location of the accent. For illus- 
tration: 



Ex. 27. 



i 



Kz. 16-3. 



^=F 



^ 



r r pg»i! «-^^ 



F"-^— r 



m 



jyi 



m 



S35 



p 



Ex. 16, 

A 



i. 4. 



4i=ia: 



i 



3z: 






^ ^ * 



good 



HT 



good 



34. The repetition of a tone (par. 9 a) arrests, to a certain extent, the 
operation of the rules of the skip (par. 26 and 31). Thus: 



good 



better 



Ex. 2a 



=i 



¥=T=^ 



r=R= 



^U^Li 



rep. 



best 




rep 



35. The most objectionable progression is, probably, that of the aug- 
mented fourth,— -formed in major by the leap from the 4th scale-step tip to 
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the 7th Btep» and vice versa, from the 7th scale-step doton to the ith siep^ 
Thus: 

7 7^ 



Ex.29. 






??? 



This progression is checked, in each case, both by par. 6 (the inherent ten« 
dency of the first tone), and by par. 28 b (the irregular leap to an Active 
tone). It is, however, possible to justify it as derivation from the line of 
the Incomplete Dominant-7th chord (Ex. 13), if it is an enUrdy obvious 
image of the chord-line. Thus: 



Ex. 30. 



i 



good 



-and- 



C. oVT 



bettor 



beat 




yT oompleto 



Comp. Ezs. 17 k. 21. 



36. The skip of a seventh is only advisable when it occurs either in 
keeping with par. 28 a; or as derivative of the DomiQant-7th chord-lina 
Thus: I 



Ex. 31. :j 



I 



fes 



^^^ — F 



f=k;^ 



Possible, but bMardons. 

? ? 



?? 



??? 



I* # -|-H*^ 



:^;;::t: 



^ 






f p ^' 4^ V - f 



toeiiher 



1V» 



AUegro, 



RuBmsTUX. 




;}==t 



^=^ 



zsz 



m 



i 



O. V» 



IV 



37. A succession of skips describing the line of some chord (as in 
Ex. 11), should, as a general rule, coincide in extent with the ftmdamenkd 
rhythmic groupe, i. e., embracing in duple measure 2, 4 or 8 beats, in triple 
measure 3, 6, 9 or 12 beats. In this way the chord-imv^eB will confirm, and 
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eyen terve to indioate, the rhythmic design. In oih&c words, the chord-line 
extends, osnally, only to the end of a rhythmio groap (through a half 
measure or whole measure) and is then exchanged, at the following accent^ 
either for a new chord-line, or for the scale-line. It must be nnderstood 
that this, however, is only a general rule, subject to many obyious modifica- 
tions. For illustration: 



Ex. 32. 



1. AUtgro. 



SCHUBIBT. 



m 



^ ^ 4 / 

•7 •^ 



^i^ri^i^ii 



I... 



V7.... 



SCHUBUT. 




BOAle V I II.. .T7:. V» 

^/s meM. ^/s meas. ^y, meat. 



3. AUegro. 



^^ 



^ 



SCHUBKIT. 



^ 



00 I # 



r r'jf i J.^J a Y" ' " 



g°^ 



C. I— 4mea8iirM. 



4. J-Q^jro/ 



YSSDL 



liV, J jiiJ^jjJ^ i r-JjAJj i f.Jj j i J>a 



Q. Each chord-line ^/^ meMore. 
O. AVUgreUo, 




E. I VT I 

Change of ohoid-line at each accent. 



JA 



^m 



i 



^ 



Brahms. 



^^ 



H- 



5 



I I V» I 

See also, Ex. 36, Ko. 10; Ex. 52, Ko. 6; Ex. 61, No. 2. 

38. All melodic formations of four consecutiye tones, to which the 
above rules of the skip do not appear to extend, must be controlled by the 
regulations of chord-succession; for there are many places in a melody where 
the influence which Harmony exerts over melody is peculiarly manifest 
(par. 15), especially when the location of the accented tones is considered. 
Among these formations may be classed: 
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(a) Oertain suocessioiui of skips in opposite direotioxui» For example: 



fix. 32. 



^ 



(par. 21 6.) 
A 



?^ 






?? 



better 

A 



'^n^- 



=^?=F 



n. 



IV.. 



good 

A 



VT. 



r* 



VI ... 



$ r-r M i >f^f^ i li j!< i ^-j , L; a 



V». 



V». 



IV.... v.... I.. 



(b) The interception of the Besolution of Active scale-steps (par. 7) by 
interposing an tmacoented tone between the Active tone and its resolving 
tone. Here, the location of the tones in the measure is of dominating 
importance, as no other than unaccented tones can safely be inserted. If 
two tones are interposed, the Resolution may be evaded altogther. For 
example: 



Ex.d4. 



A. All good 



r> I——— 9 A ? A P I * 

M-H>>r l rTnrrrJ i r l jJr l r I 

v.... I v.... I V I V I 



Permissible better ^l 

faf f J i r i f f jj , 1 1 f f rr I fTTi 

V I Bx.2. Bx.2. V 



IV 




possible. 






^ 



m 



m 



iiH-# 



Bz.8.. 
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Halivt. 



Bbithotiii: 




(Bx. 36, No. 3) 



(Bx. 96. No. 8) 



Brahms. 

7 8 






^c^ Successive wide leaps which represent the aUemcOe presentation of 
the tones of two different (contiguous) melodj-lines. Thus: 



1. Any Tempo. 



a. 



Ex. 35. 



$s3 ^^^EE^ ^^:SffS^ 



^np np\rf\m 



i 



.. n i rT ] 



-• etc., etc. 



1 



O. AUegro. 






Bach. 




P-major. 

See aUo. Ex. 52, No. 6; Ex. 62. No. 6; Ex. 85, No. 6; Ex. 117, Nof. 7. 8. 

30. N. B. — ^Pupils who are not yet sufficiently familiar with the chords and the 
rules of chord-succession, are likely to find these minuter distinctions confusing. If so, 
they may omit this last paragraph, — or any other troublesome paragraphs, — ^for a time, 
with perfect safety. Suck em^iuum can only ariu from the %ue of the irregular and 
exceptional phaett (f melodie treatment. If the student will avoid these, and limit him- 
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lelf for awhile to the »tncv oDBervance of the fundameiaa nUei, and tiie regular modee 
of melodic conduct^ he can encounter no difficulty or embarraBsment: namely, the two 
Primary Rules, paragraphs 3 and 13, — 

Movement along the Scale-line or Chord-line* 
and, besidee these, paragraph 4, — 

Proper Resolution of the Active Scale-steps; 
paragraph 10, — 

Oyercoming natural tendency, by approaching the tone, along the scale, in oop» 

responding direction; 

paragraph 24, — 

Each single skip representing some good Chord-line; 
paragraph 26, — 

Changing the direction, after a wide leap; 
paragraph 28 a, — 

Approaching an Active tone in the direction opposite to that of its Resolution; 
and paragraph 31, — 

Successive leaps in same direction representing a good collective chord-effect. 

These few rules practically suffice for primary melodic conduct, and, once firmly 
established in the mind of the pupil, as habitt of melodic thought, all exceptional and 
ineguhir forms of melodic succession will be found to follow as a matter of course, and 
reguUte themselves, sooner or later. 

Additional misoellaneons illustrations of all the foregoing chapters; the 
fignres in i>arenthe8is refer to paragraphs: 



1. AndanU. 

(par. 13) (9a) 



(13] 



Ex.36. 



m 



! * ! * ( *# 



^-L-L-L 



SCHUBBBT. 

(3) (6a) 



'' ''iJli-^^J Bi 



I 



Chord-line Bep Ch. Bep. Ch..... Scale. 



a. Moderato, 
(13) 



(fib) 



pfrTf 



^ 



I 



Chord So. Chord. 



P 



3. AUegrtUo. 
(13) 



(««) 



^ 



ft *• ; G 



-r+^ 



Chotd. 



Be. 



Chord.. 



M 1 




(37) 






ot) (8«« 




BaaTBovBii. 


Vi . 1 1 


1 


N 










-feb J. J — ^ 


T^-3 


ri- 




h FT 




— J ^ II 


L^2_J < 


'- V— 




. ...1 






^ ^ i' 


L^ 


^^ — " 



Se. Ch. Sc. Ch. B«p. Ch. 
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(13) (9a) (36) (6«) 



m (9b) 



[jii-iij.jJ'u. i J.j^ i J. | J.^' i rf ;i.^P3 ai 



Ch. So. B«p. Ch. Se. Bep. Soale. Ch. Bep.Sa.... Bsp. 

IS. AlUgn. BilTHOTm. 



i#r^l^ilfT^|JJ p l j.U , <[V:?ir|| 






m 



(13) 
Chord 



(IS) 



. Se. Ch.. 



(Oa) 



BBBTBOTm* 



J I J J | J J li Jl^ 



f^ 



-# — Ltf^ 



Chmd... 

7. AUegro. 
(18) 



.. Se. 
Bbbthotbt. 



^^ 



J J i j I I 



Chord.. 



8. AndanU. 



BUTHOYBW. 






(6«) 

(Tho fkuiher aualysis is left to the stiident). 
O. AtUgro, 



(386) 



Bbbthotbh. 



yv^ J.. j' i r> ^..fir r r nrp 






(10) (Oa) (6b) 

BinBoyiH. 



(stT "" (W) (s-^^ ^ ^)^ 



11. Yioaes. 



9A0B. 
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ld.jrod«r^. 



(28a) (38) 



1 ^' r r Hf err "I 

(6«) 



(96) 



HOBAST. 



^ 



13* Andante. 



(6*) (27ft) 

(») VXBDL 



^i1 J"hl I !J il J>il I 1 ilvTilr'f rl^l I 



(87) 



(87) 



(29a) 



Bkahmb. 



jV ^ jlj i l 'J j l rr l ^-'''' I ^Jlj' l ''^'.' l j ll 

**" (8?) (10) 



15.X«nte. 



CHom. 



^ 



..<2a) 



;^N •' r J N ^ 



pe 



I 



ao) 



le. Maetton. 



ao) 



MB5DILM0mr. 




17. J.ndante. 



BOflSINI. 




lO. AOmto. Hatdv. 

(30) (88« ) 

^ (98) (98) (96) 
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ao. AUagro. 

I I 




t^ 



M^ f l J f ^ f 



(Zx. IM) (13) ud (28) 



^l^t 



Bbstbotsv. 



^ 



i 



-f—-^ 



^ 



1221 



8m alflOb Sx. 96, Noc 1, 3: —and examine "Tonb-Rblatioks" (G. Schirmer, N. Y.. 1900), Lee- 
eon 10. eU; Leaaon 13. aU; Lesaon 22, Noa. 2. 3 end 5. 



LESSON 4. 

A large number of 4-measnre melodies, in all major keys, and in all the 
species of Measure prescribed in Lesson 1. The rhythm uniform. The 
scale-line and chord-lines to be employed, in the most comprehensive man- 
ner, according to the given directions. Becollect, and apply freely, par, 9 a 
and par. 30. Review the note to Lesson 1; and par. 39, thoroughly. 

Sing, and play, each melody when completed. 



Such melodies of these first 4 Lessons as have been corrected and ap- 
proved by the teacher, may be harmonizedy by those students whose knowl- 
edge of Harmony enables them to perform the task successfully. 



CHAPTER Y. 
MINOB. 



40« The true minor mode, that is, the harmonic form, corresponds to 
the major scale of the same key-note, excepting that the 6ih and 3d scale* 
^ep$ are lowered a chromatic half -step. Thus: 



Ex. 87. 



i 



i 



C-majot. 



1S1 



^ 



ilza: 



^ 



ZSl 



C-minor. harmonie form. 
The aame in both diiectiona. 



S^ J JtJ- 



j j 1^'' r 



ji-tJ^[-i 



Sicnatore, Silate. 



* l>J J i 



1 
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AU melodio and harmonio movementB in minor are regulated upon the 
basis of this, the harmonic, form of the scale. Before proceeding farther, 
the student must familiarize himself dbscltady with this deriVation. Eyery 
minor scale must be written ont, according to Ex. 37, and played repeatedly. 
And the table of Ex. 15 is also to be written out in every minor mode (with 
lowered 3rd and 6th steps). 

41 • All the Scale-conditions and Chord-conditions of the major mode, 
explained in the preceding four chapters, are therefore similarly valid for 
minor, — ^with a few self-evident limitations, as follows: 

42. The most noteworthy limitation for minor melodies, is an excep- 
tion to par. 10, as far as the 6th and 7th scale-steps are concerned. Thew 
should not appear in immediate succession, as a very general rule. Ex. 7, 
measures 1 and 2, are therefore only valid in Cf-mqjor, — not in C-minor 
(Ex. 7, measure 3, however, is not involved in this restriction). Thus: 



' ??? 6 



Ex. 38. 



6 ??? ', 



M f n^-i^J J I J iJ^j-T~n 



C-minor. The iUt is inserted before a for greater cle«mes8. 



This also affects a portion of Ex. 17, Ex. 20, Ex. 22, and a portion of 
Ex. 28,— no others. 

43. This succession is nevertheless possible, though very rare, as ohtnous 
derivation from the chord-line of the Diminished-7th chord (i. e., the Domi- 
nant-9th chord, in the minor mode, incomplete, — ^Ex. 15, chord no. 7, with 
aV). Thus: 



Chord-line. 



Chord. 



-1 Better (par. 28 a) : 



' Un-v^^^^r^^^U-lA 



I 



a 



C-minor. oV». 



o^». 



^ 



44. Further, — an additional augmented fourth occurs in minor, formed 
by leaping from the 6th scale-step up to the 2nd step; and vice versa, from 
the 2nd step down to the 6th step. Thus: 



Bx.40. -] 




BThe flat before • is, 
of oourse, enperflaoas. 



This progression, like that of Ex. 29, is checked either by the irregu* 
larity of carrying the 6th scale-step upward (par. 66), or of leaping down 
upon it, in the direction of its Resolution (par. 286). 

And, like the former, and like the irregularity of Ex. 38, it is possible 
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to Jostifj it fts obvious deriyatioii from a ohord-line»-*6ither from that of the 
Dimixdshdd-Tth chord (oV* in minor), or from the IL Thus: 



m 



' Chord-line. ' ' Chord. 



3E:t 



bettor: 






Ex.41. 



^ 



dat 



M 



^ 



C-minor. o]^* J either.. 



45. Further,— the well-nigh intolerable interval of the augmented fifth 
occurs, in minor, in leaping from the 8rd scale-step up to the 7th step, and 
vice versa. Thus: 



EZ.42.F 



u , 1 .^^ I >J = 



i 



??? ? 
C-minor. (ni?) 



???? 



This error is checked by several rules, — par. 24, par. 286, par. 6 a 
The leap from step 3 down to step 7, on the contrary, is perfectly good 
(par. 28 a). But the leap from step 7 up to step 3 had better be avoided 
(for the present), as it represents a very improbable chord. For illus- 
tration: 



Ex.43. 




¥ 



it 



-?-?- 



i 



(in) 



N. B. — Every musieal iUiLttration given in Chapten Ito IV i» to be reviewed and 
teded in the corresponding minor key (explained in Ex. 37). 



Additional general illustrations: 
1. AUegro, 



VXSDMLmOWi. 



Ex.44. 



i 



E 



4 h- 



^ #- 



rHT— , 



# ' f 



^ 



l-I»r. 31- 
E-minor. 



(Ex. 31). 



1i. Adagio. 
rpar. 13- 



'Eza 40, 41. 



BUBmBTDN. 






i 



^ 



C-minor. Limt. 3. 
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ScHUMAim. ^. AlUgro. 



81 



BwrROvmr. 






_ , , Ex. 43. , 



C-minor. Ex. 39. 



5. Lento, 



SCHUBBBT. 



(pw. W ) 



f^Aijjj^J-'" i .gr" i£ 4an j| j-:: i i i 

n.minnr. ^-^ LEx 39. 1 



8m also, Ex. 55, Ko. 8 ; Ex. 63, Ko. 8 ; Ex. 66, Ko. 1 ; Ex. 139, Km. 5, 6 :— and " Tomb-Bklatioks," 
LesMn 11. aU; 16, No. 7; 18, No. 7; 21, Na 4; 22, No. i. 



LESSON 8. 

A large number of ^-measure melodies, in all the ionob keys, and all 
the species of Measure prescribed in Lejsson 1. Bhjthm uniform. All 
details precisely as in Lesson 4. Avoid monotony. 



CHAPTER VL 

DIVERSITY OF RHYTHM. REGULAR 

46. The rhythmic effect of .a melody may be heightened by employing 
tones of different time-values (instead of uniform beats, as in the preceding 
chapters). 

(a) The disposition of these values is Eegular, 

When the comparatively longer (i. e., heavier) tones occupy 
the accented beats, or accented beat-fractions ; and, vibe versa, 
when the comparatively shorter (i. e., lighter) tones occupy 
unaccented beats, or beat-fractions. Thus: 



««■«. 4 J . / J n \ J n \ n n 

regular rhythm 



etc 



8 

4 



A A ^ A I A , 

J J J. ; J J n\ J. J" n 

A ^^^ A I A -i 



Digitized by VjOOQIC 



82 



XXBBOIBBS IN MELODT-WBZTIMO. 



^A AAIA ^ A A I 

* J. J J J J |j J.; J r3 J -nl 



J. / J n 



J ;-3 ^. r-3 



I J. J / J. -nn J /-T] J. jtj 



ete. 



^6^ Vhi/orm dmsions of an entire measure (i. e., uniform beats, or 
beat-fraotions) are always reg^ar, also, because they do not contradict the 
above conditions. Thus: 



Ex.4e. I -n -n II -n ^ n\%r7i^j^ 



eto. 



47. It is generally advisable to avoid using extreme time- values in the 
same Phrase-melody. For instance, in 2/4 or 4/4 measure, ^- notes (as sum 
of two beats) and J^- notes (as simple division) may both occur; — ocoaaionaUy 
also a dotted half -note, or a 16th -note; but the whole note would be rare, and 
82nd-note8 almost out of the question. In other words, the beats indicated 
in the signature should constitute the fundamental or average time-value; 
this may be augmented by one or two (rarely three) additwns, or diminished 
by one or two divisions. 

The melodies ^ven in Exb. 3, 7, 32 (excepfin;: Non. 1 nnd 5), 34 and 36 (excepting; "Son. 10. 
11) are all oonstrncted in resnlar rhythm. They are to be carefully reviewed, from this stand- 
point. See also, " Tons-Bblatiokb," Lesson 18. Nos. 1, 4, 5, 8 ; 22, Nos. 1. 2, 6 ; 30, Nos. 1, 4. 

48. Bhythmic diversity is derived from uniform rhythm by the fol* 
lowing methods: 

(a) By employing the dot; 



3 



I J J j = j. /J; ij j = j. /; -n = r3- 



(b) By any other process of lengthening one or more of the original 
tones; 



3 



J J J = J -H; IJ J J J = J J Jj»'J -TO; 



|-m^^ = ; / 



LL^ 



J. rTTB 



etc 



Further, diversity is procured— 

(c) By placing less or more tones in a measure than the number of its 
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fundamentfil beats; for instance, in 8/4 measure, less or more than three 
tones. The first gives addition, the other gives division, of beats. Thos: 



I J J J 



nnifonn 



J J 



J. \} J n 



Itone 



4 tones 



J. <^ n 



J n n " J n n 



stones 



inrely J 



Stones 



J n 

7 tones 



ele. 



The ''triplet" will be regarded, at present^ as ^8 or 9/8 Measure. 

49. Bests represent, commonly, the suppression of a portion of one of 
the original tones; — ^generally an unaccented fraction, in which case the Best 
follows the tone; sometimes, however, an accented fraction, in which case the 
Best precedes the tone which it represents, and as the equivalent of which it 
is to be treated. For illustration (the slurs indicate which tones the rests 
are borrowed from) : 



Ex. 47. 



1. AUegro. 



staocato. 



piUt^ f. ij i \ jy nPujj^ n i ^.m 



XtammtMona. 







4. L€urgo, 



BsBTHomr. 



m 



s^ 



-^ l e/ .^^ l ; 



^E 



P^^=^ 



^^ 



i 



±±jt 



B-mi^or. 



M.B. 



See also. Sx. 50. No. 2; Ex. 90, No. 3; Ex. 87, Ho. 2; Ex. 96. No. 4; Ex. 102, Ko. 3; Ex. lOfl^ 

Ho. 5; Ex. 117, Ko. 0. 

The employment of rests (which must be very sparing, at present) is 
subject to no oiher rule than that they must never be permitted to sever 
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the oontinTiitj of the Melody; if used under conditionB that preeerre ot 
restore the coherency, or perhaps even emphasize the structural unity of 
the sentence, they are certain to be permissible and effectiye. 



LESSON 6. 

A. Take a number of the melodies inyented in preceding lessons, in 
uniform rhythm, and dirersify the rhythm in regular forms according to 
par. 48 a and b (without altering the number of tones in the original form). 

JB. Invent a large number of new melodies with diversified rhythm, 
regular f as shown in par. 48 a, 6 and c. A very fev) rests may be inserted. 

Employ every species of Measure prescribed in Lesson 1; and write 
aUemateli/ in the mqjor and minor mode. 

Be careful to make all shorter tones essential (see par. 100). 



LESSON 7. 

A number of four-measure melodies in 9/8, 9/4 and 12/8 Measura 
Bhythm diversified, regular forms; different major and minor keys, al- 
ternately. 

Such melodies of these two lessons as have been corrected and approved 
by the teacher, may be harmonized, by pupils in Harmony. 



CHAPTER Vn. 
THE PERIOD-FORM. 

50, The "Period*' generally embraces 8 measures; that is, two phrases, 
of 4 measures each. The first of these is called the Antecedent, the second 
one the Consequent Phrase. 

51. (a) The Antecedent Phrase begins exactly like any single Phrase, 
according to par. 8 a. But it ends, not with the Perfect cadence (85), but 
with a so-called Semicadence, — upon an accented beat of the 4th measure, 
with either one of the three tones which compose the Dominant IViad. 

(h) The Consequent Phrase follows, usually beginning on the same beat 
with which the Antecedent began, and ending, like any single Phrase, with 
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the Perfect oadenoe,— upon an accented beat of the final (8th) meaanre, with 
the Tonic note. Thus (in C-major) : 



(Acoented or nnaec. beg.) 



S«inieadenoe. 



Peif . Cadeooe. 



•^ 5 ^ -£. J.. 



I V VI 

52. In the first few examples invented, the Consequent Phrase must 
correspond to the melody of the Antetiedent, excepting the last 3 or 4 tones; 
these always differ, because of the diversity of cadence. The formation of 
such Period-melodies is called ''parallel construction." For illustration: 



1. Antecedent PhitMA. 



Ex. 49. 






A-minor. 



Consequent Phraae. 
.5. 



i h / i ^Pr 



6. 



Lu'im LL' i ftf 



SCHUXAHH. 
8. 



M f frf'^l lJliJl 



W=f 



1.1. 



Like 



a. Antecedent Phraae. 
1. 



i l^kd^:^ 



Like meaa. 2. 






Like meaa. 3. 



^ 



V I 



"^^ ^ 



^tf± 



•A-mi^or. 



(Bx.a2). 



Conaeqnent Phraae. 
6. 




Like meas. i. 
See alao, Ex. 52, No. 1 ; Ex. 53, Ko. S. 

53. In each succeeding example, the extent of this similarity between 
the Phrases is to be diminished gradually, — more and more tones in measure 
7, then 6, and then 5, are to differ from those of measure 3, then 2, and then 
1; until, finally, the entire Consequent Phrase is independent of its Ante- 
cedent. This ultimate formation is called the Period of ''contrasting oon« 
struction.*' Thus: 



Ix.50. 



:^ 



Antecedent. 



r -j IJ rL. 

-mi — s s m — ! 



G-mi^or. 
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See also, Ex. M; Ex 66, TSfo. 2; Ex. 120, Ko. L 

The appropriateness of a brief Best ai the cadences is demonstrated in 
both of these examples (49 and 60); see par. 49, 



LESSON 8. 

A large nnmber of S-measnre melodies, in Period-form, according to 
par. 51; at first, several in parallel constmction (par. 52), and then gradu- 
ally more and more oontrasting (par. 53). 

Bhjthm diversified (but reg^ar); all the species of Measure prescribed 
in Lesson 1; different major and minor keys, alternately. An occasional reei 
may be inserted, chiefly at (after) the semicadenoe. 

Beview the note to Lesson 1; and par. 89. Avoid monaUmy. Sing, and 
then play, each melody, when completed. 



After correction, some of these Period-melodies may be harmonized, 
Where the constmction is parallel, the harmonization of the Consequent may 
differ from that of the (melodically similar) Antecedent. 



CHAPTER Yin. 

IBBEGULAB BHYTHM. 

54. Beview par. 46 a, thoroughly. 

The disposition of various time-values is Irregular^ when the conditions 
of Begular rhythm are violated, namely, 

When the heamer (comparatively longer) tones in a measure oc- 
cupy comparatively light beats or beat-fractions of that measure; 
and, vice versa, when the lighter tones (brief, subdivisions of beats) 
occupy comparatively heavier pulses in the group. 

For illustration (the regtdar forms, Ex. 45, are here repeated, for com« 

parison) ; 
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regulAT — imnfiilar rTTTT..... 

lecular irregular regular 

irrognlar 

regnlar irregular ^TTT. regular 

■lightly irregular irregular .TT. 

Q A I A I A I A I A I 



regular.. 

A I A 



A I A I A I I A I A I 

J J |j j./Ij J J \.j\nj l-n J J 

iriegular. .^TTT 

^ A A I A A I o ■ A A I 

^-^ S J J J |j J /ih*'-'-! I J J J I 

regular slightly irreg. ... . 

A A I A A I A I 

J n j./Ij j. j j jUj j j/h 

irregular 

ftAAIAA I |A Al 

^^^1 J. J /I J. -m I •- I J / J. 

regular irregular 



In other words: if the tone npon the first beat (or an^ other acomi) is 
knger than, or at least a$ long as, any other tone in the same gronp (measure), 
the rhythmic disposition is Regular, -—otherwise Irreg^ular. 
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ii3» The degree of irregnlarity depends, of course, upon the degree of 
discrepancy between thid length of the tone and the comparative djnamio 
quality, or length, of the beat or beat-fraction upon which the tone is mis- 
placed. For instance, npon a pnlse entitled to an 8th-note only, it is more 
irregular to locate a ^-note, than a J -note. In Ex. 51 c, measure 5 is more 
irregular than measure 6, or measures 3 and 4. 

56. (a) Irregular rhythmic figures are never objectionable, excepting 
uolien isolated^ — and not always positively wrong, even then, though usually 
so. In other words. 

An irregular rhythmic figure may always be justified by recurring; — 
either immediately, in the next following group or measure; or in 
some, not unreasonably remote, corresponding measure; 

namely: measures 1 and 3, or 2 and 4, of the four-measure Phrase; and 
measures 1 and 5, 2 and 6, 3 and 7, or 4 and 8 of the eight-measure Period. 
For example: 



Ex.52. 



1. Moderato. 
1. 



i&B 



:^^ 



I — irreg— 
D-minor. 



-J rectified, in fol- 
lowing measure. 



ife 



* 



*- -''• 



SCHUMAim. 
8 



i 



T=l^ 



-!^- 



reourrence in corresponding measures. 
3. Attegretto. 



(par. 120 a) 

MsiTDELflBOBN. 



m 



^ 



i 



It 



^ 



**s3- 



G-maJor. I — irreg.- 



_j L-rectified by recurrence. 



3. Lento. 



-J T 

. ^ CHOpn. 



etc 






^ 



I — irreg.. 
B-miuor. 



recurrence in corre- 
sponding measures. 



4:. Attegro, 



Waghu. 



^^ 



t^f=^ 



i 



I — irreg.. 
C-m%jor. 



i ^ g-^ 



Lreourrence.. 



i 



5. AUegro, 
(Ex. 21-2). 



C-mAJor. 



'^j 'H. 



irreg.. 
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Waovik. 



^ 



1^=^ 



m — a~ 



I 



^p 



^ 



recarrenoe, corre- 
sponding meaaare. 



P 



(par. 37) 



BKBTHOVKir. 



:^ 




^- 



^^ 



etc. 



P. Lirreg. — I l-recurrence8.- 
7. Andante. 



HXkdel. 



m 



^ 



^ 



G. Lirreg.- 
8. Yigoroto, 



-I Lreonrr.- 



il 



r A"*. 



SCHUMAXK. 



W 



^^^ 



i 



C. Urreg. 



J l_ 



-reonrrences.- 



Bbbthovkv. 



^lJ?''^^^"G L i"£j"'^. l ^^^ 



I — irreg.- 



J Lrecurrenoe.- 



See abo, Ex. 36. No. 10; Ex. 54, meas. 6, 7; Ex. 58. No. 6; Ex. 02, Nos. 1 and 2; Ex. 80, No. 2; 
Ex. 100. Nob. 2. 7; Ex. 117, No. 11; Ex. 129. No. 13. 

Examine " Tonb-Bblatioxb/' Lesson 13, No. 4; 16, No. 2; 32, Nos. 3 and 4; 35, No. S.^ 

(b) Illustrations of a very common rhythmic irregularity in triple 
measure, which appears to demand no justification (i^** T f), are found 
in Ex. 32, No. 5 (end); Ex. 55, No. 2 (end); Ex. 56, No. 2 (end); etc. 



LESSON 9. 

A large number of 4-measure and S-measure melodies, with Irregular 
rhythmic measures, according to the above rules, — particularly par. 56. It 
will be well to limit this exercise to occasional rhythmic irregularities, 
introduced in Phrases or Periods off an otherwise regular and simple design. 
Extreme irregularities (par. 55) should be avoided. 

Use the varieties of Measure prescribed in Lesson 1; different major 
and minor keys, alternately. 

At first, experiment with former melodies, modifying their rhythm 
without altering the tones. Then invent new ones, with immediate ref- 
erence to Irregular rhythm. 
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CHAPTER IX. 
EXCEPTIONAL SEMICADENCEa 

57. The Semioadenoe, in the center of the Period-form, may be made, 
somewhat exceptionally, upon same other than the tones of the Dominant Triad 
(prescribed in par. 61 a). 

Any scale-step of the prevailing key may be chosen, thns to end the 
Antecedent Phrase; bnt it is well to avoid the key-note itself, as this is 
needed for the final (perfect) cadence. For example: 




" AULD Lakg Stnk.' 



I' 'r t. \ ii^n\m^. \ r:)r^'- ^ a 



M 



IV 
9. 



rJ i nn i : 



m 



^ 



^ 



l^-mi^or. 



"Horn, SwutHoms." 



^ > J ^ I '^rJ i nnu ni 



In Ex. 53. Ko. 5, the cadence of the first Phrase is made upon the Tonic ; this is very excep- 
tional, bat, of coarse, possible. 

58* Farther, the semicadenoe-tone may occasionally be shifted to the 
second beat of the gronp, especially in triple measure (3/4, 3/8, 6/8), instead 
of falling upon an accent (first beat of tlie group) as prescribed. In this 
case it should, as a rule, be preceded (on the accent) by the next higher, or 
next lower, scale-step, as obvious grace-note. Thus: 



Ex. 54. 



^ 



=M=Fl= 



e 



^ 



S 



G-mi^or. 
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FOLK-SOVO. 



P 



WR=P^ 



m 



^ ^ p 



<par. 566). 



i 



*=^ 



^1 



f 4 



(Ex. 21-1). 
See alao, Sz. 38, No. 14; Ex. 67, No. 2} Ex. 58, Na 1. 



LESSON lO. 

A number of 8-mea8ure melodies in Period-form, with the exceptional 
forms of semioadenoe explained above. 



CHAPTER X. 
SYNTAX OP MELODY. 



59. The snooession of tones in a Phrase or Period-melody, may be 
determined by a broader consideration than the application of given mles 
to each iingU unit of the melodic succession; namely, — ^by the principle of 
symmeirical recurrence, applied to an entire group of consecutive tones. 

The recurrence, or reproduction of the group, may assume the form — 

(1) Of an exact Bepbtition; or 

(2) Of aSBQUBNOB. 

60« The ** Bepetition " is a literal recurrence, upon the uiff-zame 8oa29- 
8<0p8. Thus: 



1. Jlioderato. 



Foix-SoNa. 



Ex.55. 



P. |g^°P 



f • ' 4 



- , repetition | 



-tfl 



I 






a ». r 



S^^-iS^ 



iL:^=±li 



A. L 



ficronp 



-J I 



rep. 



i^ 



m 



, group 



^ 



,rop. 



W- — «i 



m 



J (PAT. 58 ») 



^ 



Bbahms. 



^ 
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3. AJUffntto, 






e^ 



It 



BUAHMl. 

pes: 



i 



C-mtoor. I»"°P 



, repetitiou 



(isolated rhyth. irreg.)* 



61. The ''Sequence" is a reproduction of the group of tones npon 
Mer scale-steps, a certain interval-distance above or below the original tones. 
Thus: 



1. ModmUo. 



w.^ 



MEKDEL880IIK. 



M 



=w= 



-p—r- 



D. L 



group 



^sequence 



^\ , 1 J J J l i^l^H 



8 steps higher. 



9. AUetrrtUo. 



Bbarms. 



ffe 



i 



-*^^H 



£. .group 



I sequence 



(pftT. 566) 



1 step higher. 



62, The initial group or figure, to be reproduced in either of these 
ways, may be of almost any length; but it is frequeutly exactly one measure, 
and, in any case, it is almost certain to correspond to the fundamental rhythmic 
groups, i. e., to include 2, 4 or 8 beats in duple Measure, and 3, 6, 9 or 12 beats 
in triple Measure, — similar to the conditions of par. 37 (which review), and 
for the same reasons. Further, the group may begin upon any beat of 
the measure. For illustration: 



1. 



Ex.57. 



m 

p. L 



^ 



(par. 56 a) 



FOLK-SONO. 



^ 



group 



J L 



sequence 



i 



1 step lower. 



9. 



m 

p. I 



ZStl 



^^ 



group 



m 



^ 



^ 



MOZABT. 



i 



-tf^ 



-a^ 



sequence, 1 step lower. 



-J 



At Ex. 55, No. 1, and Ex. 56, Ko. 1, the initial figure is one measure long, beginning with 
the last (the uuaocentecl) beat. At Ex 57. No. 1, it i% very brief,— one short measure, beginning 
with the accent At Ex. 60. No. 1, it coven two nioaHurea, beginning with the second beat. At 
Sx. 57, No. 2, it is very long,— four measures, or an entire Phrase. At Ex. 55, No. 3, it begins 
upon the Cth beat of the 9/8 measure. 

Illustrations of the rare recurrence of a group of le9i or more beats than the fundamental 
rhythmic group contains, are given in Ex. 62. 
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63* The recurrences, by Bepetition or Sequence, may take place at any 
point in the Phrase or Period; though they are most common at the begin- 
ning, — and, in any case, must represent corresponding rhythmic pulses (beats 
or measures), as indicated in the last clause of par. 56. 

In Ex. 40, meMim 3 is a sequence of meaanre 2 (three steps lower) ; and measares 5, 6 and 
7 are the repetition of measares 1, 2 and 3, that constitute the "parallel construction" of the 
whole Period. In Ex. 50, measure 2 is a sequence of measure 1, and measure 7 a sequence of 
measure 6. In Ex. 63, No. 1, measure 6 is a repetition of measure 2. 

64* Besides the obyious structural merit of such unified formations, 
there is another important and peculiar advantage involved, namely: 

The recurrence of a group of tones, by repetition or sequence, 
serves to rectify, or at least to justify, almost any irregularities 
of melodic succession which may occur, 

(1) At the point o/coriiact of the symmetrical groups, or, 

(2) During the sequential recurrence of any perfectly faultless 
initial group. 

This rule is analogous to that of par. 56, in reference to the amelioration 
of irregularities of rhythm, — by symmetrical recurrence. For illustration: 



1. Andante. 



(Ex. 43-S). 



Oribo. 



^^. ^pT - h i r^U I Hii^^u^r r f iJj ii 



group . N. B. ^ rep. 

G-minor. 

3. iLny Umpo, (Ex. 31) 



(par. 56 b). 



(Ex. 16) 




3. 



m 



(Ex.8) 

N. B. 



Pfc=£ 



- r r ri^^ 



C. , group 



I t>^« 



_j I "^- 



^, Lento. 



(Ex. 20) (par. 6e) (par. 6 a) 

N. B. K. B. 




L. Stabk. 



^js g^. rj i -'. ^^ 



D. , group 



N. B. sequence 



etc. 



S. AUegro. 



te 




iS^ 



(Ex. 8) 

N.B. 



Crohn. 



^^ 



Db. ^ group 



:^=^^£^sz 



. seq. 
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05* The manifeBt importanoe of brief rests, at the end of the symmet- 
rioal gronpo, to emphasize the effect of their reoorrenoe, and exhibit the 
syntax of the Phrases, is demonstrated in Ex. 47, Nos. 1, 8, 4; Ex, 56, No. 2; 
Ex. 69, No. 8; Ex. 60, No. 8. 

BsTtew pw. 49, and see alto, Bx. 49, Ko. 1; Bz. 60; Bx. 53, Ko. 4; Bx. 68, Ko. 3; Bz. 99. Km. 3, 
4; Bx. 99, Ko. 8j Bx. 94. Ko. 8; Bx. 96, Ka 3; Bx. 109, Ko. L 



LESSON 11. 

A laxge number of 4 and S-measnre melodies, with symmetrical repeti- 
tions and sequences of tone-gronps, as explained aboVe. 



CHAPTER XL 
MELODIC STNTAX, CONTINUED. 



BEPETITION AKD SEQUEKCE, MODIFIED. 



66. The recurrences of tone-gronps, both as repetition and as sequence, 
need not be thus exact, as shown in the preceding chapter, but may be 
modified, or varied, slightly (not to such an extent as to render their recog- 
nition difficult or uncertain), as follows: 

(a) By adding one or more intermediate tones; — possibly, also, by 
omitting particles of the initial group ; 

fb) By altering one or another of the original intenrals of melodic 
succession, — ^widening a step-wise progression to a narrow leap, or a nar- 
row leap to a wider one, and yice versa. In this way the lines of the initial 
group are somewhat expanded or contracted, but, as a rule, without chang- 
ing the original direction at any point. Thus: 



Ex.1 



m 



Andante. 

— K- 



(psr. 96 a) 

N.B. 



(par. 966) 

N.B. 



Caomr. 



j'j - i im ■r i /.n.j.ij. I I 



group 



F-m^jor. 



J L 



mod. rep. 



, mod, rep. 



9. ModeraUt. 



i 



J ^.j-i^ 



FOLK-SOMO. 



I !■ 



I 



o. 
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3. AlUgr§lto, n.b.^ n.b. VOLK^toMO. 



Pi f^ i i ;^ O i r^n O^r-f I I 



¥ 



O. , gronp 



(eziMmded) 
-J , mod, aeq. 



(oontraoted) 
, I mod, seq. . 



^^Ui|fr». 






, modified seq. 



5* AlUgiro. 



N.B. 



CHOFDr. 



i li ^^tj r ■ I r ■ a i il ^fif , n r h 



Gf-mlaor. L 



gronp 



, , mod, rep. 



e i«ito ««« it.B. Bach. 



J mod. seq. 



See aIm. Bx. 68, Ko. 8, meMore 1 and 8; Bz* 63, Ko. 5, meMures 1 and 5; Bx. SO, No. 1, < 
pM6 last 4 tones with first 4. 



67. Further, the repetition or sequence may be partial; that is, con- 
sisting in the recnrrenoe of onlj a portion of the original gronp. For 
illustration: 



1. AUtgro. 



•. rr 1' 



^«. \ithXj 



(par. 66 6) 



^ 



^ 



^ 



-2=? 



-#— =# 



A. , group, complete 



M.B. portions of initial gnmp- 




9. AU§gf9. 



i fNif 1^ J r'r 



?=FP= 



i 



i> r r I ' I I 

.,«.'. Ola. 



F. ^gronp 



partial 



-J un I 
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3. Adoffio. 







Mq., ezaet. 



BlKTHOTBH. 






I 



, Beg., coptrncted at end. 



J L. 



, partial rep. 



68. Farther, more rarely, the repetition or sequence may appear in a 
different rhythmic form. This very effective mode of recurrence is com- 
paratively harmless (not jeopardizing the recognizability of the original 
group):— 

(J) If the sumofhecUs remains the same; or 

(2) If the snm is exactly divided^ or doubled, so that the prosodio ar* 
rangement (of accented and unaccented tones) is not altered. Thus: 



1. Any tempo. 



a. AlUgro. 



BEITHOYUr. 



Ex. 61. 



M 



J ) I iJ'.M II * 



-^—9- 



P. L 



fETonp 



mod. seq. 



^^m 



c. 



aeq. 



group. 
I flbfato I [3 beat* | 



m 



, ditto , 



3. Lento, (Ex. 58, No. 4.) 



L. Stabk. 




^, AlUgro. (Ex. 52, No. 4). 



w 



Wagxkii. 



1 



¥= 



^^ 



m 



C. I 



fZl 



repetition, 
3 beats 



69. Further, still more rarely, the recurrence by repetition or sequence 
may appear in a different rhythmic location, i. e., on other beats of the 
measure. This shifting of the measure, and consequent alteration of the 
original prosodic effect, is a very misleading device, and belongs, properly, 
only to the higher ranges of composition; for a time, yet, it should be 
avoided by the student, unless he can succeed in obviating total confusion 
of measure. 

It may result: — 

(1) From such por/ioi recurrences as were shown in Ex. 60, No. 1; or 
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(2) From adopting a group -which contains, originallT^, less or more bectts 
than the nnmber contained in a fundamental rhythmic group. 

It is least objectionable when the irregular recurrence appears several 
times in succession, — until the original rhythmic location is regained. For 
illustration: 



1. AlUgro 



ScHUMAinr. 



^^ ^ir gr i .r.tJ glH-r^rHl 



Ex. 62. 



|tri|rteine— ^ 






a. AUegro. 






group, 
2b«ftt« 



^ 



BBsmoYm. 



^~ # f^ 



seq. 



» I f I I 



neq. (p«r. 78). 



3. AUegro, 



BlBTROTBI. 



i i^ 



^ 



i 



^^ 



■*—#- 



;*i!! II I 



3=tt 



F-minor. groaps, 
I 2b6ate 



rep. 



J l- 



J L 



J (par. 81). 



4U ^a«9«v. 



HATDir. 






5. Moderato, 



1 ?^:^^^ 



(par. 64} 

N. B. , 



I 



^^ 



*^=3= 



.mod. , , seq. exjM?t , ^aeq.mod. ^[j^) 



group, 
^ 2 beats 



CROFIK. 




seqaences, exact, 



70« Finally, the recurrence may be modified by being turned bodily in 
the conXrary (Uredion (i. e., upside down). This is an excellent device and 
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should be freelj exercised. In this case, partioTilarlj, the reonrrenoe shotild 
appear in corresponding rhythmic location (not shifted, as seen in Ex. 62, 
bnt according to the mle of par. 68); and, as a mle, should not be subjected 
to any further confusing modification that may obscure the syntactic pur- 
pose. Thus: 



1. Xflrgo. 



BBBTBOTXir. 



Bx.68. 



^ ^ 



£ 



group 



oootntry direction. 



i 



eto. 



3. Largo, or: 



Bbahmb. 



•^ , group TToont. dir. , , rep. , 



O* iLfiy MINfN)* 



. , cont. dir. , ^rep. 



•^ .oont. dir. ' , gronp cont. dir. ^ ^ modiiied ^*^ 



I oont. dir. 
^ ' mod. 



^4. (Bx. 83; No. 8). 




5. JfMftoffo. 



^^ 



Waohbb. 



^ 



i 



JhTH 



gronp 



J cont. direction 



O. FivoM. 



BXEBT. 




^.t r^iJ.J'^^ ^ 



, orig. dir. 



-,JL 


^ — 


ifo 


Ifo mod^rolfl 

1 1 1 1 j 




X — 


Mil 


1 1 . 


FFi 


1 ■? 


K-#- 


ScHUMAinr. 


tf 


I? 


5:: 
1£ 


ronp 


-J 


pi 

con 


t. direct 


tlon , i"^J 


EToap 


pfecJ 


jj ■ 
I 


»rtly ' ^ 
nt. direction , 



p 



8. JLB^^ro. 
(par. 36) 



B-ninor. 



(par. 27 a) (28a) (96) 



gronp 



(pw. 81) 
(98) (S8a) 



* 



J L 



cont. dir. 
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Brahms. 



i 



^ 



*: 



J L 



mod. recurrence 



See also, Bz. 7, Ko. i, first three tones, measures 1 and 3. 



LESSON 12. 

A large number of 4 and S-measnre melodies, with recnrrenoee of tone* 
gronpgy bj repetition or sequence, modified in the manners illustrated. 
Each deyioe is to be exercised sucoessiyely, in the order given above. 
Major and minor alternately; various species of Measure, from 2/4 to 12/8. 
No changes of kej. 

After correction, a few of these melodies may be harmonized. 



CHAPTER XII. 

MELODIC SYNTAX, CONTINUED. 

THE PERIOD, RESUMED. 

71. The recurrence by Sequence may be utilized on a broad scale, as a 
guide for the movements of the Consequent Phrase of a Period-form. In this 
case again, as in par. 52, the construction is <' parallel," the only difference 
being, that '* sequence" is substituted for '* repetition," in the conduct of 
the second Phrase. 

The sequential formation need not be exact; it is far more likely to be 
merely an approodmate guide for the Consequent Phrase. And it need not, 
generally will not, extend through the enHre Consequent, but through a 
portion only. Thus: 



!• Antecedent 



fix. 64 



m 

O. L 



^ 



gronp 




Sequence, entire, slightly mod. 
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9, Anleeedent 



(ohftnge of key; p«r. 81) 




C-minor , groap 



Consequent 



MEKDELflflOnX. 




3« Antecedent 



w 



-*-^ 



St. |g^^°P 




See ftlao, Sx. 57, No. 2; "Tohb-Belatiokb/' Lesson 48,-3. 

N,B. — ^In Nob. 1 and 2 of the above example, the cadence-tones are not defined 
according to the rules of Chapters VII and IX; but the pupil can easily (and must, yet 
awhile) adjust his own exercises to those rules. 



72. Analogously, the device of recurrence in Contrary direction (par. 70) 
may be applied on the same broad scale, to the construction of the Conse- 
quent Phrase;— possibly throughout the latter, though much more probably 
during a portion, only, of its length; and, almost certainly, with some free- 
dom in regard to the iflodifications explained in par. ^, 

Such melodies are known as Periods of "qpposiVc construction"; com- 
pare pars. 52 and 53. For example: 



1. Antecedent 



Ex.65. 




, Bocnrrencft in contmry direction. , 



9. ARcyrvtto. 
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i 



as 



=S=t 



i;^:*: 




, Bfecnrrencft, largely in oontr. direction 



Sm also, " TOMS-BlLATlOHB.*' LeMon 18, Ko. 7 j 22, Ko. 8 ; 37, No. 1 ; 48, Ko. 8. 



LESSON 13. 

A large number of S-measure melodies in Period-form, applying the 
deyices of Bequence, and of contrari/ direction, for such a portion of the 
(Consequent Phrase as will not interfere with the given rules of the oa« 
deuces. 

The extent of coincidence (either as sequence, or in the opposite direc- 
tion) is to be shortened, gradually, in the later exercises, similar to the 
manner dictated in par. 53, — until no more than brief figures (3 or 4 tonen) 
of the Consequent are derived from the corresponding measures of the 
Antecedent; — not necessarily the beginning; the derivation may occur at 
any paint. 

Major and minor alternately. 

All species of Measure, up to 9/8 or 9/4. 

No changes of key. 

Beview, carefully, the directions given in Lesson 8, and apply them, 
where suitable. 



CHAPTER XIIL 
ALTERED SCALE- STEPS; MAJOR. 

73. The Scale-line may be modified by the chromatic Inflection 
of certain steps ; or by the Substitution of such chromatically inflected 
steps for the corresponding original ones. 

N. B. — ^A chromatic proCTeasion is the inflection of a letter, by means of an Acci« 
dentaL 

The chromatic inflections are to be effectuated strictly in acoprdano0 
with what are known as the ** Altered Scale-steps.*' 
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These are as follows, in the mqjor mode (arranged in the order of Iheii 
frequency and excellence) : 



Originftl So«l»-Bt«ps: 



Ex. 66. 



i 



—^ "^ 

G-maJor, throughoat. 

Altered Steps (+ indioites niied, . inaioites lowered); 



^^ 



^ ^ I tj 



I i J I »r i ^^^ i 



eth Stop, 4t]i Stop, 

lowerea. ndeed. 

(markede-) <marked4+) 



SdStop. 
raised. 

(a+) 



5th Step. 1st Stop, etb Stop, 

raised. raised. raised. 

(1+) (1+) (6+) 



74. Sttmmabt: Eyerj Scale-step in major maj be chromatically raised, 
i. e., inflected upward^ — excepting the 3rd and 7th Steps (those which are 
followed, in ascending, by the half-steps). Only the 6th Scale-step» how- 
ever, may be lowered, L e., inflected downward. 

75. Every altered Step in major may appear, 

(a) Either as direct chromatic inflection of the original Step, that is, 
preceded by the latter; thus: 



Ex. 67. 



•m 



rare; 



L JJ i j, i j|f> i J^ i rt i ^i^ 



I See Ex. 71. 



C-m^jor, throQglumt. 

(h) Or, as substitution tot the original Step. In this case, the altered 
Step may be approached from the neighboring Step, — ^best from that one 
which lies nearest the altered tone; and, as a rule, so as to avoid the interval 
of an augmented 2nd. Thus: 



Ex.68. 



: gp J I ^J 



C-major, throughoat. 



44- 4H- 2-t- S4- 



B. rare: 



f-Hf r f ' ^ '''^" ^ '"' I r ^r I ■' tJ I ^ 



Angin. 2nds (oomp. Bx. 88). 

(c) Or the altered tone may be approached with a lecsp^ exactly accord- 
ing to the rule of par. 28 a ; i. e., with a skip from any not unreasonably 
distant tone downward to a raued Scale-step (because of its upward resolu- 
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tion« — ^par. 76 a); or from anj tone upward to the lowered 6ih Step (beoanse 
of its downward resolntion). Thus: 



i 



m. 



(All good) (Ex. 72) 

.0^ I =: 



^ 



^^ 



C-m^joT, throaghont. 



i^ 



m 



84- 



F^^ 



ae 



^ 



I i^^-J ^ 



(ftUgood). 



• - 



i 



» w 



±*8 



(d) Very rardyy the raised tones may be approached with the opposite 
leap, namely, from below, — in the direction corresponding to their reso* 
Intion. For example: 



Ex. 70. 



- ftU??a4+ »ll?? a + 

f- ^--^ 1 .,^^^^=n 



C-mi^or. 



(e) On the contrary, the lowered 6th Step (being a more natural inflec- 
tion than any other of the altered tones) may easily be approached with an 
irregnlar skip, from above,— only, however, along some obvious chord-line 
in the prevailing key. Thus: 



good 



(Ex. 42) 



(Bx. 40) 



Ex, 71. 



TT IV rVor tT? 



itat 



C-i 



rV or 



?? 



i 



76. (a) The regular (to a certain extent obligatory) progression, or 
BesoltUion (par. 7), of the altered Scale-steps is as follows: ' 

The lowered Step diesc0m2«,— generally step-wise. 

The raised Steps all osoenc?,— generally step-wise, i e., to the neoa higher 
Scale-step. Thus: 



Bx.72. 



S." 4+ ..2+ 8H- . 1+ 6^ . 



C-maiat, tlixoiigboat. 



fb) Exceptions : The lowered 6th Step, for the reason given in par. 75 «, 
may leap upward or downward, along any obvious chord-line. This is also 
possible with the best raised Steps (namely, the raised 4th and 2nd), but 
rare, and hazardous, because of the difficulty of confirming an obvious 
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ehord-line» without oanoelling the preysiling key; see p«r. 77. For iHiu 
tntion: 



(All good) 



(no ebord) 



> 78.p £ l;J^s =ror.'i::t?is^t=but: -i^j^ i ^ ^ 



C-nu^or, throoghoat. 
(Ex. 40) 



i 



:*: 



More rarely: 

4+ 2H- 



Improbable chord-linM, in C. 



^^m 



1 



I 



:tat 



^^? 



^ 

W^??? 



^t^ 



t? 



IV 

u 



n^ 



(c) Farther, the raised 4th and 2nd Steps are, rarely, pressed chroma^ 
iodUy downward to the original tones, — exactly according to the principle of 
par. 10, which reyiew. Thus: 



N.B. 4 + 



Ex.74 



l>-^^^Ww- 



N.B. 8 + 



(not gb) 
C-mi^or. 



(not eb) 



77. The inflected tones are not to be considered as changes qfihe key^ 
nor allowed to cancel the prevailing scale. They are controlled in their 
movements by the impression of the given key (or scale), which is to re- 
main the same throughout each Phrase or Period-melody, — for the present. 

For general illustration: 



1. AlUgro, 



Ex. 76. 



^M 



6- 



BsitTHOVKS. 



.6 - 

Air m^Jor. 



^^ 



P # 



^ 



1 



9. AUaoro, 



^ 



^ 



2 + 



4 + 



Bbbthovih. 



m 



1 



-^ 



Ab-m^Jor. 
8. AUeoro, 



(Bz. 08, B) 



ScRUHAinr. 



p^^ 



1 + 



^ 



6 + 



W^^ 



i 



* 



X-mi^or. 
4. AUtgrtUo. 



Chopix. 



^m 



m 



tS^ 



1 



^H 



A-mi^or, throughoat. 



Jl + 
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^^ 



e. Mpderato. 



i 



w 



-»-T- 



m 



§ - SCHUBIBT. 



t\i ^- U^ -a 



ji * 1 J 



-1/- 



D-mi^or, thronghoat. 
7. Largo. ^^ 



Waokbb. 



•^ /Ex. 74) 



¥ 



i^ 



I 



(Ex. 74) 
A^-mi^or, throaghoat 



See alao, Ex. 62, Ko. 2 (oD ; and gUnoe At par. 88. 



LESSON 14. 

A number of 4 and S-measnre melodiea, in Jfq/or, with oooasional in- 
flected Steps. The alterations must not be so brief as to appear to be 
'< graoe-ciotes *' only, bnt mnst be obviously essential tones; as a rule, not 
less than a fnll beat in length, occasionally longer. No changes of key are 
to take place (par. 77). 

The first few exercises are to contain the best altered tones, and the 
regtdar modes of treatment; then experiments may be made with the more 
exceptional forms. Beview par. 9 a; par. 30; par, 39, 



CHAPTER XIV. 

ALTERED SCALE-STEPS; MINOR 

78. The inflections of the hamumic minor scale are as follows (in the 
order of comparative importance) : 



Ex. 76. 



m 



Original Scele-etope. 
(Ex. 37) 



Z^SMi 



C -minor, throaghont. 



^1 



Altered Scale-etepe. 

4+ ',- 



6 + 



*t 



-^ 



^ 



4th Step, 7th Step, 6th Ste|i. 2iid Step, 
reiaed. lowered. raiaed. lowerec. 
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These can not be as oonyenientlj snmmarised as the altered Steps of 
major; thej most be independentlj memorized. 

79. The rules for their treatment are nearly, though not preoiselj, 
similar to those governing the altered Steps of major. 

(a) The raised 4th Step (which appears alike in major and minor) is the 
onlj one that may occur both as chromatic inflection of, and as substitution 
for, the original Step; i. e., it may be introduced chromatically (par. 75 a), 
or from the nearest neighboring Step (par. 75 6)» or with a skip from any 
higher iono (par. 75 c). Thus: 



Bx.77. 



n ii * ^"^ 


4 + 


(•Ugood) 




rare: 
aBx.68B) 




1 4 ' 1 II 1 II 








P^w li- J It U^ 1 II 




*'^ n* ^ • 1 kJ ^JKm tl 


C-minor. tbroagboat 


Tl 






ftugm. 9nd 



(h) The other altered tones, in minor, should not be introduced chro- 
matically, but may appear only as substitutions for the corresponding Steps; 
best approached, as usual, from the nearest neighboring Step. The intro- 
duction with a leap is more rare,— excepting in the case of the raised 6th 
Step, which may be approached from any higher tone (par. 75 c); and the 
lowered 2nd Step, to which a skip may be made from either side, along the 
Hne €f can, obvious chord. Thus: 



fbcTa 




(only thus) 
C-minor, throoghont. 



(aUgood) 
Only M cbangM of key (Chap. XT). 



n II 



80. As in major (par. 76 a), the raised Steps are resolved upward, the 
lowered Steps downward, — ^generally to the adjacent Step. A few excep- 
tions are possible, as seen in the following: 



Bx.TO.g Mqp ^j I H^^-tlJ I ^^J I f 



C-minor, throaghoat. 
ExceptionoL 



(only thus) 



i 



I,i4i, j, .| j:^i i „ :^.,i | i | -M ii ';i|: ii 

(par.760) (par.886 ) U good 
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For general illuBtratioii 

1. AUegr^. 



- HdR'a* rn- i r-f 'If ^'^ i ' ^^ 



m 



■-minor. 




* This b-flat IB a non-CMential embelUalUDg tone. 
8«e alao, £z. 64, No. S (tt in ted measare, Fl in 7th meaiora). 



LESSON 18. 

A Dumber of 4 and 8-measure melodies, in Minor, with occasional in- 
flected Steps. Review par. 39 : par. 77 ; and all the diredtona given in 
Le99onl4, 
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CHAPTER XV. 
MODULATION, OR CHANGES OP KEY. 



81* A melody may be conducted away from the line of its own scale, 
into that of some other key. This effects a so-called Modulation. 

The change of scale may be permanent, or it may be only temporary. 
In the first case, the melody, after passing over into the new key, makes its 
perfect cadence npon the Tonic of the latter. (See *'Tone-Belations," all 
of Lessons 38 and 89.) When, on the other hand, the modulation is tem- 
porary (or transient, as it is called), the melody follows the line of the new 
scale only for a time (a few beats), and then returns to the original key. 
(See "Tonb-BbiiAtioks," all of Lesson 40.) 

82. BuiiB L — The original scale should be exchanged only for that 
of a next -related key. Of these there are five, namely: one with the same 
signature, two with the nea:^ higher, and two with the next lower signature 
(i. e. one sharp more or less, or one flat more or less). Thus: 

^a-minor (£t-signature) 

C^ G-mskjor (if ** ), 

From G-major (^-signature), into<-»e-minor (^ " ) 

I^F-major(t^ " ) 
^d-minor (tr " ) 



Or: from f)(-minor (d]t-signature), into 



»A-maior (SJf-signature] 
i^E-major (4$ ** 
^■HoJt-minor (4j( ** 
I^D-major (2Jf •• 

»b-minor (2!jf •* 



Or: from Al^-major (4l^-signature), into < -^ 



f-minor (4t^ -signature] 
^Eir-major(V " 

c-minor (3t^ *• 
^D|r-maior(5^ " 

U^-minor (5fr •* 



K B.— Capital letters indicate major koya ; amall letters, minorib 

83. Bulb IL — The change of key may be made at any point in the 
Phrase, upon either an accented or an anaccented beat. But it must, — ^at 
present, — take place a/ier one of the three tones which constitute the Tonic chords 
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1 e.» either after the Ist, the 8rd, or the 5th Step of the momentary scale 
(namely, the Inactive steps, par. 5). Thns: 



Ex. 81. :i 




c-iiiio<>r* • 



into either one- 

iof the five next •- 

keys. — 



H 



C-voM^m., 




C-mi^or. 



-ja-lnto next- — o 
:2:^relAted-=lt] 

g— key H 



84* Bulb HL-^The deflection of the melody into the desired scale 
may, — after reaching one of the Inactive tones indicated in Bule n, — ^be 
effected by passing through any one of the five tones which constittUe the chord 
of the Dominant-Qtht i. e., either the 5th, 7th, 2nd, 4th, or 6th Scale-steps of 
the desired key; — in other vords, an entrance may be effected into the de- 
sired key through any other than its 1st and 3rd Scale-steps. (Even these may 
be nsed, as will be seen in time; but not at present.) 

The most powerful of these "modulatory tones" is the 7th Scale-step 
(the so-called Leading-tone) ; still, all five are equally adequate, if properly 
approached and properly treated. 

85. (a) If possible, the last tone of the first key (one of the Inactive 
Steps given in Bule 11) should be transformed mentally into a Scale-step of the 
prospective key. The melody then runs on, from the footing thus secured in 
the new scale, in exact accordance with former rules. For illustration: 



1. C-mivJ.- 



Ex. 82 A. 



i 



-# # F- 



^^ 



O-rai^. 



^1 



Q, C'toMi. 




3. C-miO' 



i^—r 



^^^ 



1-mixi. 



(hj The most satisfactory result is gained (as far as the melody itself is 
concerned) by using, as soon as the new key is entered, a tone, or a group of 
tonesy which indicates very distinctly the Dominant harmony of the key, — 
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80 thfti the Leading-tone, or some other tone thai disHnguisheM the new kejf 
from ihs preceding one, is instantlj, or yerj soon, introdnoed. Ex. 82 A, 
No. 1, wonld be more definite thtw: 



i 



BX.82B. - < fc i- r 



P 



f r I [- l iM—f^ 



i 



■(T)- 






M ^ood, thns; 2r~ 

>at poMible (Ex. 7): L 





i 



A. r- 



^ 



8 
d. 



86. If this mental transformation (par. 85 a) is not possible: that is, if 
the last tone of one scale does not belong to the coming hey^ then a chromatio 
progression will need to be made, at that point, — hj simply inserting an 
aoddental (see par. 78, N. B.). Thus: 



Ex. 83. 



i 






^ 



d etc. 



1 



(Ex. 81-4) 



87. (a) If snoh a chromatic movement be necessary, it shotdd be fore- 
eeen, and properly approached^ i, e., in the corresponding direction. Thus: 



Ex. 84. 



|i'- r i r r f^ ^ 



^3 



-etc. 



1 



d-minor. 




(h) Or, the chromatio progression may be prepared by a wide leap from 
the opposite side, inyolving a change of direction, according to par. 26. 
Thus: 



Ex.85. 




i^^ 



m 



Tt-^ 



^ 
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Xff} Or, finally, the obromatio inflection may be avoided, in the melody 
itaelf, by moving ii^ihwiM in the opponte direction. This inyolyes the as- 
sumption of a Dimini8hed-7th chord (L a, the Incomplete I>ominant-9th, in 
its minor form),— where the new key begins; and implies that the chromatic 
tone ifl taken np in some other part of the harmonic body. Thns: 



•\ (oomi>. Bx 84-S) 




Bz.87. 



For general illnstration (capitals, major; small letters, minor): 

1. JfMfmrto. Bach. 



^fe 



4 g 4 



s:^ 



^ 



^ 



^ 



-I Jb- 



i 



9. AUegntHo. 



i 



»+ 



BUTBOTIK. 



^Sl 



,y ji Ji >*f ^ 



^ 



fl^'fS'^J''^ 



J G- 



(par. 88) 



3.AlUgntto. 



BUTBOTIir. 






^ AUegra, 



(PMT. 87 a) 



^r. 88) Big f H O VSH. 



C G a G 



88. Whether the foreign tones in a melody are merely injiecied Soale^ 
$tep$ (i e. altered tones), or the indicators of Modulation (i e., change of 
entire scale^ into that of another key), depends 

(1) Partly npon the location of the foreign tone in the preyailing key; 
for in order to serve as altered Step, it most conform to the lists given for 
major and minor in Ezs. 66 and 76. But, 

(2) It also depends, much more largely (very often entirely), npon the 
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option of the composer, who, in the majority of cases, may treat the foreign 
tone, in his harmonizaiion, either as momentary inflection (without abandon- 
ing the key), or as a modnlatory tone (passing on into the corresponding 
new scale). 



LESSON 16. 

A number of 4-measnre melodies in Phrase-form, beginning alternately 
in major and minor, with one (permanent) modulation in each, into some 
next-related key, closing with the perfect cadence upon the Tonic of the 
new key. Ex. 86, No. 2, may serve as a general model. Every species of 
Measure, from 3/8 to 12/8; the rhythm freely diversified. An occasional 
altered Step may be introduced. 



CHAPTER XVI. 



MODULATION, CONTINUED. 



89* The process of modulation is precisely the same for transierU 
changes of key, as for the permanent ones illustrated in the preceding 
lesson. 

(a) In phrases in the smaller varieties of Measure, only one transient 
modulation is feasible, as a rule; i. e., the melody passes soon into one of 
the five next-related keys, and, after a few beats, returns and doses upon 
the Tonic of the original key. Thus: 



Ex.88. 




(h) In the larger species of Measure (6/8, 9/8, 12/8), two or more tran- 
sient modulations may be made in one phrase; t>nly, however, among the 
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5 next-related sejs of the original scale, and, in each 
latter and cadencing npon its Tonic, as usual. Thus: 



I 



1« AttegreUo. 



^r-^ 



1F=^ 



t:^ ■#%., ^ 



F=i=a 



UP- 



^ 



-p-#- 



s 



83 

letnming to the 



Bkithovbn. 
(par. 92) 



=|i=a: 



^ 



^i 



(G- 



9. ^O^gretto. 



Bbxthovkn* 



I 



£L* L^'i = ^ F^ 



aij-^j J ^ i .-'^y^H 



:*^?-f4:i 



c L^d — Lj e 1 a 



LESSON 17. 

A number of i-measure melodies in Fhrase-form: 

A. In the smaller species of Measure, ^with one transient modulation, 
and return (par. 89 a). 

B. In larger Measures, with two or more transient modulations, and 
return (par. '^b). 



CHAPTER XVII. 
MODULATION, PERIOD-FORMS, 

do. Changes of key may occur in the Period-form, at any point in 
either Phrase; but they are likely to have especial bearing upon the semi- 
cadence, which may be made upon either one of the three tones </ the Tonic 
Triad (Steps 1, 3 or 6) of a next-related key. 

The best and most common keys selected for the semicadenoe are. 

The Dominant key (one sharp more, or one flat less, than the 
original signature) ; and 
The Relatiye key (the same signature). 

The Dominant key is particularly appropriate for the semicadence of 
a Period beginning in major; the Relative key for one beginning in minor; 
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though boih are possible for either mode,— and other next-related kejv aba 
The most tmnsiial is a semicadence in the Subdominant key (one flat more^ 
or one sharp less, than the original signature). For illustration: 



1. JfodMPala. 

Antaeedeni. 



Bz.90. 



^ u a Antaeedeni. . 

B : Ll B • 



ScBuiCAmr. 




Q. AndtmU. 



(orerlApping Soato- 



i 



te 



^m 



■^-p--p- 



^m 



W^ 



(.minor- 



BiU 



Uumi tee pat. 96) 



BnCTHOTaK. 



i yr;rg^^ l fri/c gT !rgrrir,c J^j. l l 



Bit. 



During the Oonsequent Phrase any transient modulations maj be madoy 
but the final cadence must fall upon the Tonic of the original kej. 



LESSON 18. 

A number of 8-measure melodies in Period-form, according to the 
directions giyen in Chapters YH and IX, containing modulations (and 
occasional altered Steps) as explained aboye. Eyerj species of Measure; 
major and minor beginning, altematelj. 
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CHAPTER XVIII. 

MODULATION, CHROMATIO, 

91. The change of key may be effected contrary to Bule II (par. 83),-^ 
namely, after oQi/er than the Inactive 1st, 3rd or 5th Steps of the key, — on 
oondition 

That the melody progress chromcUicaBy, from the Step chosen to 
dose the first key, into a proper tone of the desired key (Bnle III» 
par. 84). Thns: 




G il b- 



i'-ir^r'Mrtr^ fl 



3tl*=l* 



=^ 



-I a. 



J e. 



4. AUeifro. 



i 






• r * 



i 



_» - 



-0-±. 



f — h 




BlKTHOVEN. 



L— ^,— I ID 



_ N. B.- 

Ij Bb- 



fS. Andante. 



^^r^ l r'/r r ^ 



4*^ ^ I .* 



Hbndblbsobn. 



i 



J D- 
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LESSON 19. 



A number of 4 and S-measnre melodies, illnstrating this device of oliro« 
matio modnlatioii. Begin in major and minor alternately; all species of 
Measure (2/4 up to 12/8). 

CHAPTER XIX, 
OVERLAPPma SOALE-LINBS. 

92. Cteneral exceptions to the three rules of modulation giyen in Chap- 
ter XY (especially II and III) may be justified by mentally transforming a 
certain tone or tones of one key (no matter which scale-steps they repre- 
sent) into some plausible Step or Steps, — ^if possible into more urgent and 
suggestive ones, — of the desired next-related key. and then continuing along 
the new line, without the formal observance of strict rules of modulation. 
This may even apply to some more distant key, if melodic conditions are 
favorable. 

93. Such overlapping of scales, — a very common, but more difficult 
and exceptional method of modulation, — represents the application of par. 
85 a in a broader sense, and is based upon the general principle that a 
change of key may always he effected at (or trough) any tone that is common to 
both keys concerned /^-eB^pedtkllj when two or more such common tones appear 
in succession, so that the lines of the keys overlap for a number of beat« 
(see Ex. 90, No. 2, which illustrates the point very strikingly) ; — or where 
there is a pause in the melodic movement (a tone of comparatively long dura- 
tion), which affords time to apprehend the transformation (Ex. 92, Nos. 3 
and 6; Ex. 94, No. 6). 

This, it is true, will usually result as a matter of course from tho 
application of the strict rules given in Chapter XV; but it has a much 
wider operation, and extends to many cases not included in these rules. 
For illustration: 



Ex.92. 



F*i: 



1. Andante, 



SCRUBHBT. 



^1 



ft 



ift: 



-f« — •- 



i^-n- 



i 



1- 
D4- 



■s II 

-1 7- 



G6- 
— 2- 



5—4- 

-ly 



F#l= 



9. Andante, 



SCHUBBRT. 



i 



I 



i 



^ 



^ 



1^ 



3. AlUgro. 



1§ 



(keys not next-rel.) 



SCBUBKBT. 



■ F I < g 



^ 



-» — g- 



=£ 



(pause) 



Bb- 
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9. AlUgro, 



(Sx.66) 



Ghopih. 



M 



Pg-J^>g 



I? b^ J I m I \-^ \ ! II 



sb- 



(panse) 



0« J.Ibg>« mod. 



(ii^N-, , J- J j i jTTJj j i j^ M J 



^^ 



r^ J I 



•*-r 



*—lt- 



Bbahms. 



j iM.; j JuJ^^' i J . /j ^ i t.'.;^ i 



-i-ll 



7. Andttnt§. 



m n i >n^ i ,n^ 



■^-r- 



-^-i- 



AlU 



bb- 



BlBTROVm. 



M , ,^r^'^ i iiJ?!r; i ^.^Jj^ i r-k ^ i 



biu 



Ak- 



8. Xofvo. 
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94. This agreement of key-lines is frequently tnrned to aocotmt in 
iubstiitUing the opposite mode (i e., major for minor, or minor for major) of 
the key toward which the modulation was obyiously directed according to 
the rule of next-relationship. This is usually an easy exchange, because the 
lines of the corresponding major and minor keys (i. e., corresponding in 
key-note) are so nearly coincident. See Ex. 37. For illustration: 



Ex.93. 



i 



1. AUegro, 



^^ 



(|Mur.95) 
-V < > , . ^ 



Waonsb. 



jTFT^ir ^^ b ; w ^ 



C d-miiior— 



9. An^tanU. 



(par. 91) 



HnrDKMOiai. 



m 



i-'-'f ,' f «r^ 



5^ 



Cb-i 
Jb-1 



b-minor. 
B-migor- 



LESSON 20. 

A number of 4 and 8-measure melodies, with modulations througn 
common tones (by overlapping scales), as explained aboye. At first into 
next-related keys only. Then experiments may also be made with more 
remote keys. The general harmonic (chord) basis must be kept well in 
mind. 



CHAPTER XX, 
MODULATION IN SEQUENCES, AND AT OADENOES. 

95. The broadest range of exceptional modulations is thai afforded 

(1) By sequential recurrences (par. 64) ; and 

(2) By taking advantage of any sufficiently weH-d^ned pause, or break 
(or cadence), in the line of the melody. Sequential recurrences generally 
involve, of themselves, such "breaks" in the melodic line, — at the pointa 
of contact. The ''breaks," or cadences, may, however, be created by many 
other means. For example: 



fix. 94. 



u 



1. Attegretto. 



MB!n)EL880BH. 



Fff!,; l J^; i J^«J' l ^r.irpiL' i r.^Jl 



(Mquenoes*, all next-rel. keys) 
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BuBTHOTnr. 



[|i^8Enai^^ 






m 



d<2-)- 



3. 



^is^u n f ii. i kjt^yiitri^. iT' \ R^ 



^ " 1 1^ 

_» B 1 fib. 



(seqaenoes} ksys remote) 



-I A^r^f »_ 



^ 



^ AlUgro. 



EE 



I >J M J >UU 



^ ^ 



^■^5^ ^ 



Bbethotbh. 




S« ^Iltf^ro. 



^ 



iE 



f | V- r- | r 



t^^' b^. 



J G- 



J f- 



(P>r. W) 



Bebthovsn. 



^_C-tlj"f r-f^ -^ . lJ I | . II 



-J G- 



B.JkrUo. 



(par. W) 



m J. n \ n 



m 



fpff'^S *'' 



W 



^ «g —# * ^ #- 
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7. XmIv. 



^m 



XH KXLODT-WBmNO. 
Old. V 






FOLK-SOVO. 



I 



1 



5' 



^ 



^»-i "-^ 



J •- 



8> AB^yfitto. 



JHg-* V ft-fL 



n > 



I^:^^-^ 



J^L- 



J S- 



j siu 



hfe'r-f i r'V' rT'nrr'r rr i 



CHorar. 



32^ 



i 



(pause) 
Bb(2+)— 



.(1+)- 



Saealao^Bx. 91, Ko. 4; Sz. 92, Koa. 8 and 4; Bx. 99, Ko«. 4and& 



LESSON 21. 

A number of 4 and S-nieasare melodies, vith modnlatioiiB in sequences, 
and at cadences, or interruptions, ae shown above. The transitions may be 
made either into next-related or remote keys, at option; and the melodies 
may close in any key, — best, however, upon the original Tonic. All species 
of measure. The sequences, and all breaks in the line of the melody, must 
be distinctly defined. 

A few melodies may finally be made, extending beyond the regular 4 or 
8-measure dimension (5, 6,-9, 10, 12 measures in length). 



CHAPTER XXI. 

CHROMATIO MELODY. 

06. The principle of chranuUic succession enunciated in par. 91 may be 
extended to a longer series of chromatic tones, — generally in similar direc- 
tion. Such chromatic lines may represent a succession of brief and abrupt 
changes of key; or, as is far more likely, they may embody simply the prin- 
ciple of altered Steps (Chapters XIII and XIV). 
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In the latter case, thongh they assert themselyes (by their time-vahies) 
as essential tones, they prove to be, in reality, no more than intermediate 
tones, inserted between the tones of certain chord-lines in such a manner as 
not to oyerpower the impression of the prevailing key. For illnstration: 



1. AUegro. 



Ex. 95. 




-I — ^-i — I — ^^ — I — ^^ — 



(x raised Soale-stepB.) 



Bbbthovkn. 



"■* ^^^ 



V rrifrirriji 



ii..^ > f if f- >r 



^ 



i 



;=!= 



(X raised Steps) 



9. AndanU, 



Hbndblssohx. 



l^HiV r l t--Hfejl»f J i fflrf l f ^ 



S.AUeffTO^ 

i ^ 



(Ex. lOQ) 



Bb ^ 



-# ^ 



=!==»= 



b r » 



MOZABT. 



i 



a f 



I* I ^ t| | * — ly. 



dU f ' I M 



(modulations) 
g C_ 



ste- 



4i. PrMto. 



Mbndblssohit. 




9. AHegretio. 

<P»^-^^)(p.r.95.aI«,) 



CHorar. 
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LESSON 22. 

A number of melodies, 4, 8 or 12 measures, with oooasional continuous 
ohromatio successions. The chromatic tones must be obviously essential, 
each not less than a full beat in value; and, as a rule, the succession should 
not extend beyond 5 or 6 tones. 



CHAPTER XXII. 
THE DOUBLE-PERIOD. 

07. The Double-period generally embraces 16 measures; that is, four 
Phrases of four measures each, closing respectively with cadences in the 
4th, 8th, 12th and 16th measures. Compare par. 50. 

08. (a) The first of these is a light semicadence, and may be made 
upon any Step of the original key, as no modulation is likely to occur 
during the first Phrase of this longer design. 

(h) The second one is apt to be a perfect cadence, falling upon the 
Tonic note of some next-related key, — best, as indicated in par. 90, the 
Dominant key (most commonly in a major melody), or the Relative key 
(usually in a minor melody) ; or perhaps the Relative of the Dominant; very 
rarely t either the Sub-dominant or its Relative. 

(c) The third one is again a light semicadence, and may fall upon any 
tone of the Tonic Triad (Steps 1, 3 or 5) of that next-related key into which 
the melody may have been conducted; for, during the third Phrase, modu- 
lations may be freely made among any of the next-related keys, — rarely to 
remote keys. The best keys for this cadence are, either the Sub-dominant 
or its Relative. 

(d) The fourih Phrase may also modulate freely, for a measure or two, 
but must then turn back definitely into the originsd scale, and must close, 
naturally, with the reg^ar perfect cadence, upon the original key-note. 

09. (a) The designs given in Chapter Vll, in* reference to parallel and 
contrasting construction (par. 52 and 53), must be closely followed in the 
second half of the Double-period (i. e., Phrases 3 and 4): at first, the whole 
of Phrase 3 must correspond (perhaps with a few slight changes) to Phrase 
1; and the gpreater part of Phrase 4 must pursue the line of Phrase J^, — ^until 
the necessary difference of cadence asserts itself. 

(b) Then, in each succeeding example, the parallelism is to be dimin- 
ished gradually until, ultimately, the second pair of Phrases differs entirely 
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from the melodj of the first pair (totally contrasting conBtmotion). For 
illustration: 



1. Andante tranquiUo. (Strictly panllol oonatraodoa.) 
1. 3. , 1 



.a 



3 



■ «v 



?=^^ 



^^ 



Ex. 96« 



P^i^ 



;^i* *- 



l-mi^or, thronghont. 




Mi 




10. 11. 12. 18 14. 



IfBRDBLBSOHll. 
15. 16. 



I 



-like2.- 



-like 3.- 



llke 4.- 



llke 5.- 



-like «.- 



JtUZ 



^^ 



■eh- 



V I 



S. AXUQiniao. (Partly parallel oonatmctlon.) 



i 



fc 



U^rrff i r.'J 



pa^E^ 



* l ^ J'" 



like Phrase 1' 



SCRUBBBT. 




3. Xtffifo. (Contrasting constmotion.j 



^ 



(Bx 108) V 



- g^ ^ 



(JSK. luo; V I J 



p^^ 



J » * • 



EBS 



S 



*— <^ ^ I .^i 



!• 1- 



IfOCABT. 



^ 



3=* 



i 



Bit. 



Bt- 
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LESSON 28. 



A number of 16-meastire Double-periods, aooording to the above direo- 
tioiiB. Beginning in major and minor alternately; modulating at option; 
the principal speoieB of Measure (3/4, 4/4, 6/8, 9/8, 6/4, 3/2, 9/8). 



The harmonisation of these melodies, after oorreotion and approTal by 
the teaoher, may be undertaken by pupils familiar with the prooess. 
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DIVISION TWO. 

UNESSENTIAL, OR EMBELLISHING, TONES. 



CHAPTER XXIII. 

DISTINGnOK BETWEEN ESSENTIAL AND UNESSENTIAL 

TONES. 

100. Not all tlie tones in a melody need be esseniial, i. e., calling for 
special consideration in the process of harmonization. Many tones may be» 
and generally are, no more than unessential acfjtmcts of the principal (i e., 
the essential or important) tones, which latter they merely serve either to 
connect or to embellish. 

Snoh embellisbiiig tones hare appettred in many of the foregoinf^ illaBtrations, simply be- 
oanM their employment in composition is so oommon tb*t bat very few ezainples ooald be foand 
In which they are absent. 

The distinc^on between Essential and Unessential tones is determined 
▼ery largely by their lengih; nsnally, a tone of the value of a full beat is a 
principal or essential one; and, of two, three, or four quick tones that con* 
stitnte the subdivisions of a beat, one or more are almost certain to b» 
nnessential. 

But this is only the general distinction, — the true one depending, afte» 
all, upon the relation of the tones, whether short or long, to the prevailing 
€kord4inB, For illustration: 



1« ( all ftssenttal) 9. (x ^inessential)^ 

Ex. 97. 



rtB 



ft, (x twessential) 



CIV 



^ ^^ CI- 



i 



This being the case, it follows, here again, that a melody must be de- 
agned with strict regard to some hai*monic basis, or subconscious chord* 
eoncepL (Review pars. 15, 23, 38.) The tones which agree with the momen- 
tary chord are the essential or harmonic tones; those which differ from it 
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are unessential embellishing, or inharmonic tones, 
articulated, a melody is easy to harmonize. 



Thns deyised, or thus 



THE SUSPENSION. 

lOl. BuuB L— Any tone which progres»e» step^wiae (along the 
scale-line, or chromatically) may be tied to the following, next lower or 
higher, tone, and thns be held over dnring a fraction of the valne of the lat- 
ter, aa embellishment by Suspension. Thus: 



BX.9& 



m 



i: 



Original liDBb. 



^ 



^ 



X 



^ 



ImbelUahed with the Sntpensioii (t.) 




4^ 



■rr\'\^ii=^^ ^ 



*=!= 



I '\u~.nj\^4A 



i \ t I' rirf II 



origiuAl liD« 



•mbellidied 



This device is as simple as it is effective; and its result is invariably 
good, unless it be applied during some very irregular melodic progression, 
which the Suspension would probably aggravate. 

102. (a) As a rule, the Suspension may best be introduced in deecmding 
step- wise progressions; but it is also good in ascending step-wise sucoea- 
sions, especially when applied to tones which have a natural upward ten- 
dency, like the 7th scale-step (Leading-tone), or raised Steps. 

fb) The obligatory movement of the Suspension forward into the essen* 
tial tone, is its Resolution (par. 7). 

fc) If irregularities of rhythm result, they may be redeemed by r^cut' 
renoe, precisely as shown in par. 56 a; see Ex. 100, Nos. 2 and 7, 

fd) Instead of using a tie, the tone may be struck again, as repetition: 



Bx.d9. 




Digitized by VjOOQIC 



ZN ICBLODT- W JUTJJf O. 



77 



And in fact, in this form it may signify no more than simple tone- 
repetition, as indicated in par. 9 a, and practiced freely in all the preceding 
lessons. 

(e) When applied to iingle tones in a measnre or group, the best gen- 
eral effect is obtained at accented beats (as in Ex. 98, Nos. 2, 6 and 9, and in 
the majority of the following illustrations). Bnt it is possible at the begin- 
ning of any beat, especially when occurring repeatedly, either in immediate 
snccession (Ex. 99)» or as recurrence at corresponding points (see par, 
102 c). 

(/) If the tie, or reiteration, is applied at a skip in the melody, the 
resnltinll not be an inharmonic Suspension; but it will be correct if the 
tones represent some good chord-line. For general illustration: 



1. AlUgro, 



Ex. 100. 



m 



=i=t 



i^i 



^f=f=f= 



Origiiud UneL- 



ohord- 



embellished with 



SCBUBKBT. 



i 



fc=^^ 



J-B-W 



SB 



-«M— g-*y- 



^ 



i:?E 



?~i7T 



■nqMBsioiis— 



9. Attegrttto. 



jj#rT t ^i' •■>- ! r n^ 1 ^^^^ ^ 



Ab. Origiiuafoi 



embelliahcd form 




8. AlhgreUo, 



^ 



^i f * f \i fcj-i^-r 



w^^* r ' r r 



Ab-mMijoT. 



Db-i 



Repetition, emb. 



m 



-»— r-# »— 1 

-j_-PP — - ^ F \ ^ <^ ^ 



chord- 
line 



BBSTnOTBI. 
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^.L$nto, 




^ ^^ \ ^^ \^^ 



Original form. 



MBD. nmi 



BCHUBBIT. 




6. ModmOo. 



SCRUBBBT. 



i 



^g- . ^ |f^^ ==^ 



I 



_a ^ 



a^ 



Original fo] 
G. Largo, 



emlMllished 



^EITHOTKN. 



%9m juwryv, ^^^^ f"^ 1^^ 



F«l 



Ah 



p 



1: 



^^ 



i 



ap 



;;J ^ L-?^ 



Bbrthoykh. 



i^ 



AJLr i ijr ij' i te i 



8* AiMtonto. 



A 






Hbhdilbsohv. 
a. 



i 



^4X4. 



"Tonb-Bblatioks," Leaaons 57 and 58. 



LESSON 24. 

A« Take a nnmber of former 4t or 8-measure melodies, and embellish 
them with occasional Suspensions, where convenient and efEective, according 
to the above directions and illustrations. 

B. Invent a number of 4 and 8-measure melodies (major and minor 
alternately) with special application of the Suspension. Use all species of 
Measure, and modulate at option. The pupil must not only hear each tone 
distinctly as he writes it, but must endeavor to realize the chord-basii also 
(i« e., the harmonic accompaniment). 
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CHAPTER XXIV. 

THE ANTICIPATION. 

103. Bttlb n. — ^Any essential tone in the original (simple) melodio 
concept, or any weighty tone, whether essential or not, may be anticipated 
upon a fraction of the preceding beat,— nsnally a vety brief fraction. Thus: 



1. Lenio, 



Ex. 101. F 



m 



* 



i i 



^^ 



Original foTxn- 



Ant Ant. Ant. Ant. Ant. 



SCHUBBVr. 




ImlMUiahodirttii Antidpattona (Ant) 
9. AtUgro» 



m 




Ant Ant 



^ 



1* 



SCRUBBRT. 




B-mi^, 
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6* AlUgro, 



':^M=j 



i> J i-j-^ i ¥ •> 



-# ^ # 3" 






Ant. 



HKHDBLMOmr. 




Ant. 



B. X«filo. 



S^fe^B 



# *:/ 



Chopih. 



i Tfr^TTfin 



Ant 



Aufc. 



N. B. — This embellishment inTolves tone-repetitioii from one beat into the next» as 
in the Suspension, and is often not distinguishable from the latter at all. The difference 
lies solely in the purpose, or conception, of the writer, but may manifest itself clearly 
through the following conditions: 

(1) The Anticipation is generally a very $hort tone; 

(2) It is not tied to the following repetition, but is re-stmck; 

(3) If embellishment by Anticipation, the second of the two similar tones will b? the 

essential one, and may progress in any manner; if embellishment by Suspen- 
sion, the second tone will prove to be the unessential one, and must progreas 
step-wise. This, again, depends upon the chord-basis. 

See also Ex. 5t, No. 8 ; and ** Torb-Bilatioks,'' Lesson 00. 



LESSON 28. 

A« A number of former, mmple, melodies, to be embeUished vith 
ocoasional Anticipations. 

B* New melodies, with Anticipations, — and an occasional Suspension. 
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CHAPTER XXV. 



THE PASSING-NOTR 



104. RuuB in. — Any skip of a third between two sncoessiye essential 
(or weighty) tones in a melody, may be filled ont, or reduced to step-wise 
progression, by inserting the intermediate sccUe-step as JPassing-note. Usu- 
ally the Passing-note takes exactly half the value of the first tone, but it 
may be less than this (rarely more) according to the desired rhythmic effect. 
See also par. 102c For illustration: 



Ex. 102. 



M 



1. AUegro, 



fp^ 



E^ 



Origiiud fomEu 



i 



^ 



i^ 



m 



RCHUBKBT. 



i 



PS: 



Imbellished with PaaaiDg-notes 00- 



3. AUegro, 



6- 



BCRUBBRT. 




d-min. 



A-min. 



4. Lento, 




SCHUMAHK. 



JJ_^ I ^&CJ'^ 3^ 



6. AndanU, 



^m 



s 



s'""..'-,:iHj 



-^ f 0^ 



5E 



4L Ahi .X 



HOIABT. 



rrrT i C rrrrrf i i 



I 
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lOd* The Passing-note generally occnrs, as seen in the above illns- 
trations, upon an unaccented fraction of the beat, — ^within the beat or gronp 
represented by the first tone, and, consequently, without displacing the 
second tone of the original skip. But it is also possible to defer the Pass- 
ing-note (i. e., to shift it forward) so that it encroaches upon the beat of tho 
second tone, thus assuming the accented location, and dividing the value, of 
the latter. The rhythmic result is often much improved by this means* 
For example: 



Bx.103. 



Awkward rhythm : 



bettor: 



^h i ' 1 i j \f} J i ,j i r {n:\.i I I 



Original line. 



emb. with unaee&nt§d 
Pasaing-notea. 



emb. with accented 
Pasaing-notea. 



a. good: better; 

4!iULiJ ;ii I ff I J J i J iri^f J ^ 



Original line 



i gi V.il! i ] l l ffN/Jj J l r l rjJ ni I 



Original Une- 



good: 



awkward rhythm: 



i l^^ 4i^-^^44i%^^;: lUuJiiM 



orig. skip, good: 



good: 



possible: 



6. Andante, 
X 



HBKDBLflBOmr. 




A-minor. 



LESSON 26. 

A. A number of former melodies, to be embellished with oooasianal 
Passing-notes, where skips of a Srd occur. 

B. New melodies, 4 and 8 measures, major and minor alternately, in 
various species of Measure, — ^with occasional Passing-notes, as shown above. 
Suspensions^ Anticipation^, and other material of past lessons must not be 
neglected. 



Digitized by VjOOQIC 



SZBBGIBH Hr ICXEODT* W juxiaQw 



88 



CHAPTER XXVI. 
FASSmG-NOTES, CONTINUED. 

106. A skip of a fovaih may be filled ont, similarly, by inserting the 
two intermediate scale-steps successively, in the ^anne cUrecHon. 

The two connected passing-notes may be both onaccented (L e., located 
within the beat or rhythmic gronp of the fii*st tone), or they may be disposed 
in any other manner between the two essential tones, according to the de- 
sired rhythmic effect Compare par. 105, and par. l(K2c For illustration: 



1. 



AwkwAid: 



^m fc i'r J J I J H JJ.l l J | J .' J ^^ 

#/ XX XX 

Oricinil liiM anbelliahed 



Originil 



awkwATdt 
X X 



F ^i: I f I ill f ( I L ^ f r f ^-m 



Originil linA. 



w a^^'Uj \ im 



possible: 
^C X 



#-#- 



^^ 




I ▼» 



<A« AlUgro. 



MOZAKT. 



6. AlUgn, 




m 



B. AncUmlt. 



; il M I I I J I 



i^ 



1=4 



BM. 
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107* Adjacent soale-steps may be connected by the intermediate ehro- 
matte tone (where the space is a whole step). Snch chromatic passing-notes 
actnallj corroborate, in origin and purpose, the Altered scale-steps (Chapters 
TTTT and XIV), and are therefore more common in ascending, than in de- 
scending, succession. They differ in effect from the Altered Steps, which are 
essential tones, in being more transient, and therefore obvionslj unessenHcd. 

For larger spaces, alternate diatonic and chromatic passing-notes may 
be used in immediate succession in the same direction. For example: 



1. Adagio, 



BSBTHOYIII. 



Ex. 105. 



pn~i fviJ- i iJif f' l f Hr.ri' sa 



g=a^ 



9. AlUgro. 




X«X 



BnETHOTBI. 



«, !!>iiaia^£ £ Sfelia^,— 




^ AlUgrtlto, 

X (Ex.lO») X 



(Kx.llf) 



g\ /\ \-"— — -'-y yy /v ^^^^^^ .^^___ 2~1__~*^' 



dL. 
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wwtoiinw tK ittiLoi>Y--maxai6. 



S6 



[^i> J ij^Xj^ 



BiZBT. 



SPI 



^ Wr^ 



ir- 



5. X<nto. 



XXX 



DhL. 



X X 



SAxm-SAurs. 




8m also Bx. 75, Ko. 7, meMnre 1. 

108. Ab the fourth is the widest interval that can ooonr between eon- 
tignons chord-tones (namely, from the ohord-fifth to the Boot above), it 
follows that a line of intermediate passing-notes, inserted between still 
larger skips (5th, 6th, 7th or 9viB), can not consist exclusively of inharmonic 
tones, bnt most contain one or more chord-tones, also. The effect of the whole 
conjunct group, however. Will be that of unessential tones, especially in 
swift successions; and as such they are to be regarded and treated. For 
illustration (the * harmonic " passing-notes indicated by x in parenthesis): 



.106. 





Bbbthotsh. 



J '' n \i I I 



3. TSvoM. 




OV». 



t: l: t: t: 




BiBTHOVSH. 
X /TS 



^^ 
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^AUtgrm§, 



ill 1 1 1'M'-^'V It r^ 

«i IV I V I ; - 



Baithotim* 




(ohToowtio pMdng-notM) 
IV 



5. Prttto. 



X 00 X 



X 00 X JC 




AhL 



Hatdb. 



^ ^t'^-^ .^gii^- T ■ ^ rr ' tj; L-^^n 



10 O* The device of tone-repeiition, employed throughout the foregoing 
leflsonsy may be applied even to passing-notes. Snoh repeated pauing^natee 
are best when they are of sufficient time-value, and importance, to be partly 
** essential " in effect Thus: 



1. AXUffn* 



Ex. 107. 



(110 ») 



^}j | r.frj | jjj | rfi | riKD,r:Q;]]l 

a I m I 



i 



^f=4 



K I JJ 






^.>^^^,j-'^^;.J^jjjj !l j''..'i'J^I I 



^^=5 



3. A}V> molto. 



X X 



lUlV. 
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igi'lC.^^ I ll i'r XJ 



Chofdv. 
4-fe- . ^ 



It 



I 



CL. 



5. iLOifffVi 




Bkrhotbt. 



UJ.=LJ. 



X X 



i 



P P m ^ ^0 



^^ 



• V»- 



LESSON 27. 

A* Former melodies, to be embellished with occaaiondl passing-notes 
Idiatonio, chromatic, and repeated), at skips of anj size, but with strict 
iegard to a sensible rhythmic result. 

B* New melodies, with direct application of these passing-notes. The 
material of former lessons mnst be remembered, and employed. 



CHAPTER XXVII. 



NEIGHBORING - NOTES. 

no. (a) BuiiB IV.'— Any essential tone in a simple melodic line, or a 
weighty tone whether essential (harmonic) or not, may be embellished by 
placing either iis higher or its lower Neighbor before iL 

(h) Very frequently the essential tone precedes^ as well as follows, the 
neighboring-tone, thus constituting an embellishing group of three tones 
(L e., the essential or principal tone and its recurrence, with the upper or 
lower neighbor between; — or, in other words, the neighbor inserted between 
an ordinary tone-repetition). 

(c) The group may assume almost any rhythmic form; either of the 
three tones may occupy the accented fraction of a beat, and the yalues are 
optionaL But the simplest, and by far the most common form, is that 
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In which til three tones belong to the 
Thns: 

I 

C VI 
IT 



nme beet» or rhjthmio group. 



"^[ h r I rh li^rr \ i r- JTIr ^niT^Ti 



Btial 



embem^ied with iialghboring.BotM (o). 



Awkward ibytlim : 



^ttar: 



, "^ — 0,0, o ,, ■ ** ■ 



tone-repetitUm. embellUhed 



irrag. rhythm: 



jiT^se' I f" [/Tg-Trrr"THi^^ 




111. The difference between the Neighboring-note and the Passing-note is, that the 
former turns hack into U$ own principal tone, while the latter jnumi on inJto another 
essential tone. Compare Ex. 103, No. 1, with Ex. 108, carefnlly. In other words, the 
embellishment with a neighboring-note involves only one essential or weighty tone; the 
passing-note, on the contrary, always involves two different essential tones. The twmer 
is therefore a loedl embellishment^ the latter a progreetive one. 

112. Whether the npper or the lower neighbor is to be need, depends 
somewhat upon the location cf ihe following tone in the original melodio line. 
The rules are: 

(1) If the formation of the group is to be Regular^ the upper neighbor 
is taken when the next tone lies below; and, vice versa, the lower neighbor 
when the following tone lies higher;— or, in other words, that neighbor is 
ohosen which lies opposite the coming tone. In this waj, the impetus 
imparted to the final tone in the group by its embellishing neighbor, carries 
it naturally toward the next tone. Thus: 



Bz.109. 




desoending lino— emb. with npper o. Moending line— emb. with lower o. 
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W 



1(^ 1 r-.J \! H i i i '-T I f f^'^ ^ 



i 



g LuTM 



i "^4^i> # S ^ 



fffj=:r:3.i,j gj 



a-minor 



•zoepUonftL. 



CBorar. 



^ 






i 



Or (2), in a series of snoh groups, each may be tnmed the same toay, 
hrespeotiye of the direction into the next essential tone. In this case, some 
of the groups will be Irregular^ — bnt their irregularity is counteracted, aa 
usual, by "uniform recurrence" (par. 56a). For example: 



Begnlu: 



Ez.110. 



I 



S' f ' I 



original line 



^ 



fff n 



=t3tt 



^^1 



embelliahment. 



Imgnlar, but VBifonn : 



^-^ m djxmr^^^m^m ^^ 



3* TiMMi. 

wnbelHshmwit imiform- 




O-miO^. 




D-wuiot, 



ngnlar. 



3. AndanU, 



ICOSAIT. 



^ 



fff : i r--rf UJ /■' ^'ir-H 



t=3C 
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A. 41ifriu 



Kl 



ff.ft f 

^ I L 



# # 



^ 




N.B.— Li aaj eaie, the rhptkmie anmngenMiit of radi 
to be uniform. 



(or eoRMpondii^ 



113. Farther, the notation of the neighboring-notea is subjeot to the 
following rules: 

(1) The fq>per neighbor mnst always agree with the line of the piefsil- 
ing soide. Thus: 



bill 



F f-r= a ^uM m^^ 



Uppar o, 411 in C, F. G* A Alao in • minor 
Itft BiOor and e^ t^ g-minor. (lowered 7th Step). 



In Ah. Db-n^for 
and fab, f-minor. 




C-majiag, throagluHit.. 




Ah-Bu4or, thnraghoat.- 




e-minor, thronghoat.- 



B-mi^. 



(2) The lower neighbor may also agree in notation with the line of the 
prerailing scale, and in melodies of a serious or stately character (or when 
the neighboring note is long) it does so. But ordinarily, especially in 
graceful or rapid melodies, the lower neighbor Uet a hal^-etep below its prim* 
cipal tone, irreepeotiTe of key;-— excepting when the principal tone is the 7th 
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Boale-step (the Leading-tone), for which the lower whole $ttp is almost always 
ehoeen. Thus: 



.112. 




iProbably thus in every key 
taining g, exoepting AS-iu . 
'where it is the Leading-tone 




3. XmiIo. 



m 



J I I 



^ r #- 

o 



Sonewhat nncenunon^ 




'/t i 



m 



.^LJ- 



I 



3. AlUgro, i/i 




f •minor, throaghoni 



LESSON 28. 

A« A nnmber of simple melodies in un^orm rhyihtn (from the first flye 
lessons), to be embellished with 8-tone groups, as shown aboye. 

Thej may be applied to an occasional single tone, in which case the 
rhythmic effect mnst be gnarded; if unaocenied beats are broken, the rhythm 
will be regular; if irregular, from any cause, the rhythm must be rectified 
by "recurrence." 

Or the groups may appear continuonsly, L e., at each tone throughout 
the melody, generally excepting the final (cadence) tone; this will constitute 
a " Bunning part" 

B. New melodies, 4 and 8 measures, in yarious species of Measure, 
major and minor alternately, with special reference to the 8-tone group. 
The material of former lessons must not be neglected. 
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CHAPTER XXYIII. 
NEIGHBOBING-NOTES, CONTINUED. 

11 4. These, in a sense fundamental, embellishing gronps of three 
tones, may be enlarged to fonr, five, six, or more tones in many ways: 

(1) By adding to the 3-tone group (either before or after) any tone 
which belongs to the chord-line of fjie essential tone. Thus: 



1* Four-tone proapii: 



IU.113. 




C Ithnughoat. 



g j , mli^:^^^^^-^f.-^^4^^ 



3. AlUffro. 



Bbxthoyih. 



•rig. fonn CI V I 



later on- 



CZRRlfT. 




(2) By adding a pcuiing-note (before or after). 

N.B. — ^Eeview par. Ill, in reference to the distinction between neighboring and 
passing-notes. And bear in mind, while studying these somewhat confusing forms, that 
every neighboring-note must be pneeded, as well as followed, by its principal tone 
(par. 1106). 
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For illusiraiion. 
1. 



nb. In 4-loiie gronps. 



Br. 114. 




orif. 



9. 



«if.toiiM: C I iv 



X 

IV- 



8. AUtgro, 



I 4toii« I 



Bbbthotbv. 




^ iLlk^o. 



m 



te 



Bkktrotbii. 



ai=-^-=f^=B 



gj O i UI^-j 



f L 



n. Lento. 




(116) 



(3) By inserting firsfc one and then the o^^er neighboring- note between 
reiterations of their principal tone. 

This will resnlt, at first, in gronps of at least Jive tones — which maj 
then be enlarged, precisely as shown above. Thns: 



Ex. 115. 




EbL. 
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I 



3. iUbynd*. 



3=F 



CBOfflL 



-tTg i fjr v i f c ^fe=^ 



al- 



V»- 




AY. 



Cunrnrn. 




g-^ ^r r ^--TT^ 



^ !^ -^-^ 



(M)i 
ft-minoT- 



S. AUetro, 



Krbotbx, 



lj,^3 j_^Tl4-UJ^aiJ-r5| mU =H 



F 






^ 



o 



CHom. 



I 



1^ 



7. iVMfo. 

I 



E 



(Ex. U8)_ (35,, 114, 
X 



Ghofih* 



1 J J^^^^r^* ^-T^ig 






7-toxie 



3?^ 



cfL. 



j , 8-toii« 



i 



8. AlUgro, (Xx. IIS) 



*^ etone . — — I I'll 



Bebtbotih* 



CV- 



O* i4Il0i^. 



(Xz. 114) 



BBrrBoync. 
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lO. AtUgro. 




C|V. 



(4) More rarely, by repetition of the neighboring-note (similar to par. 
109). Thus: 



1. AndemU, 



.116. 




Cbopih. 



i 



ft 



■*—r 



-Q— Q ^ 



o Q ^ ' X *" 'r 



EL. 



V»_ 



Chopin. 4. AW>.mod. 




iPjjjj-^-^MHni^^^^^ 



Bkrbotsx. 



fe ^-t ^ ' II 



:^::i: 



-^-J- 



T~C ^I^TJ 
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LESSON 29. 



A* A few former melodies in uniform rhythm, to be embellished with 
these larger groups,— either at occasional single points, or throughout, as 
indicated in the preceding lesson. 

B. New melodies, with especial referenoe to these forms of embel- 
lishment. 



CHAPTER XXIX. 

NEIGHBORINa-NOTE AS APPOGGIATUBA, 

115. The neighboring-note, instead of appearing thus between reUerch 
Hone of its principal tone, may, moreover, be placed simpfy htfore the lat- 
ter, — preceding it only, as prefixed grace-note, and forming an embellishing 
group of but two tones (compare par. 110 a and b). In this connection it is 
called an Appoggiatura, Its details are subject to the rules given in 
Chapter XXVIL 

(1) The rhythmic form, and the location, of the 2-tone group are op- 
tionaJ; but the appoggiatura is most commonly placed upon the accented 
fraction of the beat (like the suspension, or the accented passing-note, and, 
like these, changing the original location of the essential tone by shifting it 
forward); and the appoggiatura is quite frequently longer than its principal 
tone. For example: 



Ex.117. 



i ffT^^f^m^^ ^^i 



•saential emb. with Appogg. accents 
tone 



nnaooented- 



g 



9. Allegro. 



o^ 
=*-^ 



c Q i jfffini i ^^ 



Hatdv. 



tf= 



i 



orig. line- 



later (accented App.) 



m 



8. AVUgro. 



m 



MOZABT. 



f->-S^!^ 



^. AUegro. 



Pg^ 



i 



oris. line- 



emb.. 



oris. line- 
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ICOKAST. 



[ ^*t ( H ^ ^'-Jn ^'- -'"'" y^-r^ 



emb. 



ti.AtUffn. 




original linoi 



emb. (anaooented ikp^.) 

CBOPOr. 




**= ^■ 




7. Xtfnto. 
original line (88«). 



emb. (nnaoo. App.) 




e-minor. 



a-minor. 



ScBUiuinr. 



S*Moderato. 

orig. line (380)- 



b-min. ff Tl A-mai. 



-ete.- 
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O.AtUffnUo. 



I'll :\12J 



r y T . ^ U — J V 1 ^ 



• V 



IV- 



aH- 



SCRUMARV. 




10»AUeffn, 



H^i J J l ,J J JMt#fJM^-l4Vjnj 



X ^X 
B y^ thnmghoni- 



11. (oolitiniuttion of Ex. 105, No. 5) Lento, 



1^ 



i — rs 1— <• — « — = H — • h^ 



^=Z 



Dh orig. liiM- 



mnb 




^^ 



Sadtt 

8. 



gmrr icx^ii^ j 



Pi 



:i=^ 



19. iLIbTro. 



BRAHlia. 



^ 



^^ 



^^ 



Q^mi^or. 



mod. rep. 



(2) The choice between upper or lower neighboring-note, as appoggia* 
tora, may be determined, primarily, by the rales given above;—! e., either 
according to the direction into the following essential tone (see Ex. 117, 
Nos. 6, 7, 9 and II); or in uniform figures, as in Ex. 117, Nos. 2 and 8. But, 
in practical composition, the ntmost freedom is exercised in this choice. 
In general, the npper neighbor is the more common. The greatest influence 
is apparently exerted by the location of i^iiQ preceding tone; for instance: 
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An upward movement (especially with a skip) is usually made to the 
upper appoggiatnra; and a dotonward progression to the hwer one, — of the 
following tone, of conrse. This simply corroborates the rule given in par. 
28 a, and again in par. 75 c; i. e., the appoggiatnra is best approached (from 
€mff distance) in the direction opposite to thai cf its Resolution (its obligatory 
step-wise progression into its principal tone). For illustration: 



Ex.lia 



A. 



i 



^ 



M or any of the- 
~^ following-^ 



* 



-best embeniBhed- 
-tbuB, with upper. 



Dtialtones^ 



^'^ 



iieighbor 



hed _S ^ ^"n 



^^ 



po«aibIe, bat misleading. 



rff^mr=^ 



B. 



jp ^ * 



-or — #- 



^^- -^ M- 



best thus, with- 
'JUnoer neif;bbor :I 



essential tones- 



■ -i^^j 



|) T''^'iC!^^ 



possible^ bat misleading 



^mi 



This mle prevails almost throughout Ex. 117; the only exceptions occur 
in No. 5 (second measure), and in No. 8 (second half of each measure). 

(3) The notation of the appoggiatnra is defined exactly according to the 
rules given in par. 113 (Exs. Ill and 112). 

(4) The presence of an appoggiatnra justifies exceptions to the rule of 
successive skips in the same direction, given in par. 31 (Ex. 25, Nos. 6, 11, 
12, 13, 14). For example: 



.119. 



Andante, 



PI 



rr 



SCBUBBST. 

>» 1 



I 



VT- 



Seealso]Sx.l21,]!ro.& 
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LBSSON 80. 

A. A nmnlw of lonnar malodia^ to be •mbdlkhad with the eppo^- 
girtiir% in a-toiie g»oai»; either •* «xif^ IKrfntii, or •* 6Mh fe^^ 

{jji melodiee of uniform rhythm). 

B« New melodiee, 4 end 8 meeearee» mejor end minor eltemetely, in 
wiooe epedee of Meeenxe,— with eepeoiel reference to thie form of embel- 
Former derioee mnet be borne in mind end employed. 



CHAPTER XXX. 
DOTJBLE-AFPOGGIATURA. 

11^ (a) In a similar manner, end with similar, though mneh height- 
ened, eflfect, hoik the upper and lower neighbor may sttcoegsivdy precede their 
mutual principal tone, as DoubU^ippoggiahtra. The first appoggiatura does 
not progress direotiyinto its principal tone, but passes first over to the oppo- 
site neighbor (of the sows prindpel tone), thus producing a new Yaiiety of 
the 8-tone group. Compare Ex. 108; and observe the distinction between 
this use ol both neighbors, and that illustrated in Ex. 115. 

For example: 




itial tone emb. with Donbla-ftppogg. 



(h) As usual, the group may appear in any reasonable rhythmio form; 
either of the 8 tones may occupy the accented fraction of the beat or rhyth- 
mic group; and the time-values are almost wholly optional. The details of 
treatment conform to the rules and illustrations of the preceding chapter. 
For example: 



Bx.m. 
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IM 



m 



^•^^ 



^m 



^ 



U-I J'lLUJ ^^ 



i 



-#~r- 



9. FiMMt. 



jH ri; ^-^"^^ J J J n] I J i 

FI_ ^ "^ 



di 



Cbofu. 



f f <^lr I I 



3. iLOcyro. 



BiSTBOTIII. 




Jj l ^^-ff^ ^T ^\^ I I 

I EfeV» I 



Abl. 



^ AfUgro* 




O.AJUgnUo. 



^fajg n ^ cj hg f E^f ?; I'frrT-f^ 



1*1. 



BcHUBiir. 



i^.ii=LUm 



i J i r i J j- 



^^^1 
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117. Very frequently the Donble-appoggiatura is preceded, as well as fol* 
lowed, by the principal tone, thus extending the figures shown in Ezs. 121 
and 108 to a new species of four-tone group, which is one of the most con- 
venient, effective and common forms in the entire range of melodic embel- 
lishment. The reiteration of the principal tone is separated by boih the 
upper and lower neighbor in succession, — ^in either order, and in any rational 
rhythmic form. Thus: 



Ez.122. 




BB«entiAl tone— embellished with interposed Doable-appog. 



inegnlar rhythm- 



n 




*» 




n 






' JL A 






« 


1 ii M - 






1 


^ -. 


■ 




fr 


^ 


' (• 


• *" 


« ? 


— d — h-i 


f=#1 


p 1 < 

h — I— *^ — 


# .... -.-.| 


A — P- 






-f- 


:tJ H 1 


c^zn 


iSSti 










=£] — ■— ^ 


I— J 




"^S^ 


^ 1 ■ 



I w^UJ^ ^m 



1 



-»-r- 



-eto. 



9. AO^^ro. 



^ 



^^ 



BnrrBOVBir. 



^S 



32 ^^JE^ i 



f L 



V»- 



8. AB^^ro. 



Bbkthotbh. 
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4L*AlUgro, 




O. AXUgro, 




SCHUlUMV. 





MOSABT. 




9. AUigntto. 




Bbl- 



V»- 



(120 a) 
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118. In rare instanoeB, the nnmber of these interposed neighboring- 
notes is increased to three, bj returning to the first appoggiatora before 
passing on into the essential tone. Thus: 



Bx. 128. :i 




Esaentlal tone— emb. with Triple-appogg- 




Orisioalliiid. 



KOBABT. 




^u...rfar^rrj ^r^'r — 



al- 



3.AlUgnU9. 



Walts. 



i ^LM-i4^ \ i f fTr-f.-\jjr-rn i 



CL 




6. AlUffro. 



SCHUBIBT. 



Bbi 



:?==t 



-p 0- 



^ 



I 



B. AlUgntto gratioia. 



^ 



=FR 



^^ 



H f 



m 



gT" 



Oriciaal Una- 
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w 



m 



emb^ 



# 



J^uU.^ 



m 



Mi 



[i ;i&j^^n\a::^ f \ i. :-n \ ^_^ \] 



LESSON 81. 

A. A nnmber of former melodies, to be embellished with the Donble 
appoggiatura, in the 3-tone and 4-tone gronps above illustrated; eithei 
oocasionally, or oontinnonsly. 

B. New melodies, 4 and 8 measures, major and minor, in varioiiB speoia 
of Measure, with special reference to this form of embellishment. 



CHAPTER XXXI. 
AFPOQGIATUBAS, CONTINUED. 

no* The Double-appoggiatura sometimes appears in connection with 
the Suspension, as "indirect Resolution " of the latter. The Suspension, as 
is made manifest in Chapter XXTTT, Ib always a neighbor of the following 
essential tone, — ^because of its invariable application at a skp-tnse progres- 
sion,— either above or below. Hence, it may be regarded as an appoggia- 
tura, and be conducted first into the opposite neighbor, before the essential 
tone follows, precisely as shown in par. 116 a. For example: 



1.CI 



t., direetfiMolntlon. 



9. 



Ex.124. 



^ f I r I Mr r^^; " r i f' ^ 



IndiraotBeMlatloB, CY I 
M Donble-appog. 



l^j i flLfrl l ^^ 



3. AUtgro. 



I* |# 



BSRHOVIH. 






AkV- 
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4. Atttgf. 




120. The striot rule of the neighboring-note, as seen thronghont the 
preoeding chapters, is, that it mnst be /Mnoed hy a ttep-toiie BesoluHan into 
its principal tone, — either immediately, or after swinging over into the 
opposite neighbor of that principal tone. 

(a) A peculiar, but quite common, exception to this rule is, that the 
upper neighboring-note, after properly following its principal tone, may 
l8(q> down a 3rd, In other words, — ^the upper neighbor may intervene be- 
tween two principal tones that represent a (^oending step-wise progpression. 
The result is best when the principal tones are both harmonic; but it is 
applicable to any weighty tones, even when one, or each of them, is a pass- 
ing-note. 

This, — ^the "Unresolved," — neighboring-note is always unaccented, and 
usually short (like the anticipation, which it most resembles in origin and 
oharacter). Thus: 



better: 



Bs.125. 



^|t=f=p"^M4=j I f'J f i tJi'f i iJp 



CIV CL. 
Itonee. 



emb. with the Unresolved neighbor (upper)* 
9* AUegro. 



I j,^ 7t \ '-g=0 - P i l h'i-w-^ 



cl_ 



I 



jr-rr 



Bbitboyxh. 
^o 



n r fj i r-ti 



s 



isz 



-Uterr 



3. ^gg^o. (see Ex. 12S-a>. 



KoiAn. 
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Atttgntto. 




Original line. 



fg jL CT^^^a ^ 



HOSABT. 




Hatdn. 




^dJ^ iUl^s^ 



Smb. (kter)- 



B. Adagio, 



fOi I ill 1 1 f 



!&>=:«: 



^44^^^^ 



Original 1 



Smb.. 



(b) If a modnlation is made during a step-wise descending melodic 
passage which is to be embellished with the nnresolved neighbor, the latter 
must agree in notation with the scale of the /oUotoing principiJ tone, — of 
which, as above stated, it is properly speaking an anticipation. Thus: 



1. Sasential tonei 



W.B. • 



Bs.126. 



i 



A-minor- 
or C-mi^jor- 



^ 



mi^ ^Mi^ 



^ Smb. 



L^ L> 



{ — d- 



a. AUegro, 




SCHUBBST. 



m 



^ 



m^M. 



■f-\rrT 



j T-j r-'nfH 



r" J ■.; J— 3- 



Ex.76 



7- 



* Not bt(, nnlesa the key remains O or a thronghoat. 
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(e) Much more ravelj, this deiioe is leroMed; i e., the itnoer noghbor 
is inflerted between step-wiBe ateending tones. The rales oorrespond to the 
preceding. Thus: 



l^Andmnit. 



Ex.127. 




(d) When the rhythm is nniform, and the tempo rapid, as in some of 
the above illnstrations, these nnresolved neighbors may often (not always) 
be analysed as a Donble-appoggiatnra. Thns: 



Ex.128. 



IAl^, iTji U I J 1 1 I - 



^a 



^^ 







LESSON 32. 

A* A nnmber of former simple melodies (indnding those of Lesson M), 
to be embellished with Suspensions with indirect Besolntion; and with on- 
resolved neighboring-notes, as shown above. 

B. New melodies, with special reference to these embeUishmanli. 
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CHAPTER XXXII. 
EVOLUTION OF MELODIC OEBMa 



121« The applioation of these yarioiu olasses of embellishinenta is apt. 
In many oases, to be determined npon some broader basis than the general 
purpose of ornamenting indiyidual tones of a simple melodic line. 

The development or evolntion of an elaborate melodic figure, or com- 
plete Phrase, ont of two or three fundamental tones, by miscellaneous 
methods of embellishment and repetition, has been repeatedly exhibited in 
the foregoing examples; and while such products are not, as a rule, in 
advanced musical thought, the result of deliberate intention, they are none 
the less surely thus simple in their original germinal form, and must have 
existed m this eimpte form in the firmly established melodic habits of the 
composer,— even when they appear to hare issued spontaneously from his 
mind, directly, in their complete ornate and characteristic shape. 

This process of melodic evolution is so natural and so wholesome, and 
the evidences of its presence in classic melodic thought are so clear, so posi- 
tive and so instructive, that its systematic exercise is of vital importance to 
the student who aims to acquire habits of healthy and facile melodic 
conduct. 

The only rules are: that the fundamental tones (the germ) shall form a 
perfectly fauUkse and natural melodic figure, at least free from extreme 
irregularities; and that the manipulation of it into an ornate Phrase shall 
be coherent, smooth, well-balanced (as concerns the rhythmic and syntactic 
exterior), and free from eccentricity. 

122. Hence, an ornate melodic sentence may conceal (perhaps so clev- 
erly that its presence may scarcely be heard,— though it is certain to be 
feU) a part of the line of the scale; or the simplest elements of the Tonic 
chord, or Dominant chords. 

The following illustrations are to be very studiously examined and 
analysed: 



1. Genn (ehord-Une): 



Ex.129. 



m 



-y-r- 



Bhi. 



v»« 



i 



y f I 



AJUgrato. 



[j I f I j^jjj i'^ ^ 



mdodie erolatloii. 
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m 



IPF^ 



^Hf^ l ^Tt /ifff f l 



i^'-iUiJ 



t-PH ii 



f.-rrr. 



BUTBOTSV* 



l y ^ f ■?»fj' i rj^TOg5'>4fj^[^ 



a. Genn (ohord-liue): 



TvMUi, 



BnTRoym. 




CL. 



melodio evolntioii- 



3. Germ (ohord-lines): AUegro, 



8CHUBBBT. 



^n ji,M- | i" i f l j^?it^i | ^' brnf'--i 

a I IV I melodiofonn 



4. Germs (chord-lines): 




melodic form- 



• 7 c^ 



Q , . ^ o 9ih 9 7 



fV_ 



Chopir. 



•r r (120 a) 
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5. Cknn: AlUgro, 



^^ 



; n j i J.iiJ' .'- I f I r 



s 



e^q 



• I molodio form- 



.^ Cr~ * I , _ CHornr. 









meLform 



Bbetuovih* 




^U^X l^TLlt 



7. 6enn (chiefly leale-line): 



| i (W-j- 



AUtgro, 



-ly *^ l ^ ^ J J J N J # ^ j ^ ' - ^1.1- f.y ^ ^ ^^ 



melodio form- 



BBBTHoyra. 



i j,^'U J J ;] i J J J jjij J J ji.] ^ 



8. Oerm (complete scale): 



i 



j=^ 



4 L 



L I 



-< — ^ 



?^ 



c 



BRABM& 



m 



=^z= 



^ 



ii r > 



^ 



melodic form- 
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O. G«ni (flhiclly Mtl^-Une). 



^ 1 1 ' i ll ( I' I S 




11« Germ (modified aoale-line): 




r ' iT'ii I 



cl ▼ fV I cIV» IIV ▼ I 

AlUgrttto, 




Helodio form- 



■| I ^r r -^imr^ 



BUTBOVXH. 




^ I r-yTj iL ^^ / '^ z*^ ! "^ ^^^ 



^ 



ia» Oermi (soale and chord): 
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Hdodio form (expanded to double measures), 



Scrum AKM. 



i^^ 



■|2- 



•X f *> - 



=t2p-- 



:r? — r 



^P 



:fe 



14. Oerm (descending and ascending Srds): 



=t 



I I 



?F>rr^ 



izr: I 



SJHtgro, 



#i- i r , Lfa^ ^ 



.fiL 



I ^ h i 



^ 



Melodic 1 



i 



* ifi 



Bbarms. 



^ 



^^^ 
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16. AUegro, 






=»=F 



J 



BssTHOYnr. 



jIH iJ^ijjL=^j=5j.^j=y^ ^ 



7 r 



r 



I, f f f r- 



IB. iLO^grtftto. 



-J i j i ,ij 



.n J | j. .'^ ^ 



-# — #• 



Izt 



I L L 



r. 



r 



a-minor. 



i TJ J | >rJ-^-ajr^ J 1 ^ 



^'^r 



,1* I"! «i 



^SpS 



BiKTHOTnr. 



l^ t^^iA^ HJ 



fj.,^fj-^ 



122: 



^ Sp 



1. r \- I t 



17. Allegretto. 






^S 



r- 



ife '-^^^^TT?^^^ 



Brahms. 



1-1-T 



i 



• iF " • :^.^ ' 



:^ T f 



r f^- 



123. Snob simple germs, derived directly from the scale, or from some 
primary chord-line^ are, — ^like the soil, — common property, open to the use 
of all humanity. 
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In the choice of these germs no originality can be exercised, or proven, — 
merely common sense. 

Bnt their manipulation^ — ^the method, and the extent, of their embel- 
lisiiment and development, — exhibits the individuality of the composer^ the 
particnlar qnality and calibre of his innate musical susceptibility, or the 
degree of discrimination and *' taste " that he has acquired by persistent and 
thorough exercise of such established technical methods as those expounded 
in the present treatise, — that may possibly lead onward into yet undiscovered 
modes of treatment. 

This is one of the most obvious and natural phases of the apparently 
occnlt, but in reality very manifest, Science of Originality. 



LESSON 33. 

The evolution of complete, ornate and characteristic, melodic sentences, 
4, 8, 12 or 16 measures in length (major and minor alternately, and in all 
species of Measure), out of simple germs, imitating the melodic and rhyth- 
mic methods shown in the above example. 



CHAPTER XXXIII. 

MELODIC EVOLUTION, CONTINUED. 

124. Further, the application of these embellishing processes may 
serve to disguise, or to heighten the effect of, Repetitions, Sequences, and 
Recurrences of former figures or phrases in general. Review the text of 
Chapters X and XI; see Ex. 100, No. 3; Ex. 106, No. 4; Ex. 115, No. 10; 
and examine and analyze the following, thoroughly: 



1. AndamU. 



CHOpnr. 



Ex.130. 




mod. repetition 



a. AlUgro, 




modified repetitioq 
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3. SU$gr9. 



JK ULODT-WJUIKillO. 

mod. repetition. 



ijiil'i J I II I. LM^uaU^ 



Db. oriffinAl melodio line- 



M\\ ^ ^ 1 


1 r J r 1 


T" r 


-— i — i — H 


^Ut^tator: 


J! i 


-J 1 — 


1 " J j=t 



modifled nenrrenoe- 



CHorar. 




4L» AlUffto moderaio. 
(120 a) 




original melodic line. 



Bbbthovkn. 




6. AUegro mcUo, 





original melodic plurue 

4^ 



Bbstbovsh. 



later:- 



•' I f 'rH-."nl' g 



» ^ * 



X I * 



i 



modifled recurrence. 
e* Allegretto. 



^TVrrn 
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%ter.— [1 ^ 



I rj iJ J •' tJ g j ^ 



mocUiied recnmnoe. 



CRonir. 




7* Xdo^. 




modified nonrrence. 



Hatdv. 






^fiir^ip II 
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O* Adagio moUo. 



F^idz 



I 



i 



ih=^ T^Tni ^ ^=i^-^ 



fe 



i 



Original phrase. 




modified reonrrenoe. 



i ^^.^^^nfe^Md'Y I 




modifted recurrence. 



ff^fftffr¥fr,. 




Prffm^g 



Bbrhovbi. Sym. 9. 



r . f ^ .a <• # h^ # li^ » ^ - 



lO* LarghOto, 



^cfS 




modified repetition. 



•'^ yy Z I I 



I I 

modified reonrrenoe (inol. mod. rep.). 
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M 



^ 






*-^« <r 



Chofih. 



1 r 



^ 



r-f-r I I 4—^ 



v» 



11. Andanti* 



AUegn. 




19. ^ddvio. 



M^f^rri- 



fi . i'S^m ^ 



Bbbthovin. 



^ 



botatjt 



1 



-etc 



^#-^ 






Original flgnra- 



disgniaed seqnenoe- 



T- T 



f\ 



13. (oomp^ pur. 12t) 

r h « P r-4 1 . 








^ 




^^^ 




N. ■ J-| 


f-M- 


-!t^ H-S- 


— 


=H 


LJ!J J J J 


^W- " — 






M s-i-j 




L— 







Germ (mod. aeqnenoe): 



EtrL. 



Melodic form. 







* These tones represent » "psssing-gronp" (109, extended), in sequential formatioii. 
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AndanU. 



^^ 



^ 



11- fT i P^ 



Germ (teqneiiM): 



-i L. 



Helodioform. 



HOSABT. 




15* AlUgro gratioio,** 



tf!iMjj_j^'J'j; i j, i jj_j^JJJ(^ 

. ^"^. ... ^^ '^ -^ ^new' 



A ^ Original line 



-J I 



mod. rep. 



N.B. KB. 



N. B. N. B. 



lf.B. Bbahks. 



tf .1 I jj J { <i.n^ ^^ dM:i=m 



-J I- 



mod. rep. 



,lBat iignre, expanded., 



** Thit last iUnstration oomea nnder the head of "manipnlation*' in general t it la baaed 
more upon rhifthnUc modifloation tium melodio embeUislimoat. 



LESSON 34. 

A* Former, or nev, 4 and S-measore melodies, vith embeUished rtpe* 
man. 

B. Melodies, of optional length, with special applioation of the modi* 
fied (embellished) repetition, sequence, and recurrence. 



Simple harmonic accompaniment maj be added, at the discretion of 
the teacher. 
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CHAPTER XXXIV. 
MELODIC EXPRESSION. CONCLUSION. 

125. Ab stated in the Preface, the foregoing is a course of systematio 
exercise in melody invention^ only, — not melody conception. For the latter 
there is, and shonld be, no other guide than the individual impulses of the 
maturing composer, founded upon, and controlled by, such natural and 
correct habits if mdodic tJuntght as he may have been fortunate enough to 
establish in early youth. 

The transition from invention into conceptior is signalized by the in- 
creasing assertion of personal emotional impulses {feeling, as distinguished 
from thought), through which the element called Expression is instilled into 
the otherwise purely mechanical product, and the distinctions of Style, both 
individual and general, are created. 

126. The presence of this element of Expression is manifested by an 
independent inclination to discriminate between the following attributes of 
musical style: — 

(a) Between the major and minor Modes; — the latter of which is 
more passionate and sombre, the former brighter and more vigorous in e£fect, 
as a common rule. 

(b) Between the duple imd triple species of fundamental JBhythm ; — 
the former more sturdy, the latter more graceful. 

(c) Between rapid and slow Tempo, or degree of fundamental motion. 
This distinction influences, somewhat, even the technical formation of the 
melodic sentence;— in slow, or moderate, tempt, there is likely to be more 
sco/^ than chord-derivation; considerable ornamentation is appropriate and 
necessary, and much — even extreme — diversity of tone-values is possible. 
On the contrary, in more active or rapid tempi, c^or(/-derivation is apt to 
predominate over scale-derivation, though rapid scale-passages (as embel- 
lishment by passing-notes) are by no means infrequent; less ornamentation 
is likely to appear, and diversity of time-values is more limited, i. e., the 
rhythm is more nearly uniform. 

(d) Between such conventional Styles as distinguish one class of com- 
position from another (i. e., the Waltz from the Nocturne, the March from 
the Barcarolle, etc.). These are subject to no other laws than those of con- 
vention, or popular usage, and are best learned by observation. 

127. All of these general qualities of melodic conception demand the 
more advanced discipline of musical Form, and can therefore be exercised 
only experimentally and briefly, at the discretion of the teacher^ in the 
present course of melodic practice. 
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VOCAL SETTma. 



128* The most natural and wholesome artificial stimnlns of definite 
and signifioant Expression in melody-invention, is that afforded by the vocal 
aeUing, or '* melodizing/' of a line or stanza of text. The simply mechanical 
endeavor to follow and confirm, as closely as possible, the varying shades of 
poetic and prosodio (or declamatory) expression of the given text, is oalcn- 
lated to aronse and develop the student's individual sense of Expression, 
and prepare for its untrammeled operation in the domain of absoltUe (instru- 
mental) music. 

129. The details of melodic effects, which find their parallels in the 
undulations of poetic expression, may be described approximately as fol- 
lows: 

(a) An ascending succession of tones, along the scale-line, indicates, 
ordinarily, an increase of emotional tension, or emphasis; a descending suc- 
cession, rdaxalion, 

(h) The effect of step-wise progressions is that of gradual and smooth 
change, — ^increase or decrease of the degree or stress of feeling. Whereas, 
when the tones progress in skipsy either way, these changes of feeling are 
more dbrupt and positive, about in proportion to the size of the skips. 

(c) The progression in chromatic tones is more seductive or passionate, as 
a rule, than diatonic (i, e., scale) successions, and usually in proportion to 
their speed. 

(d) The changes in force indicated by crescendo and diminuendo, arouse 
exactly similar impressions of increasing or decreasing volume or emphasis 
of feeling; the extremes of fortissimo and pianissimo indicate, respectively, 
utmost power or nearness, and utmost gentleness or remoteness, 

(e) Sudden changes of force (abrupt forte or piano effects) corroborate 
swift, perhaps violent, impulses oif emdtion; these may be emphasized by 
simultaneous sudden changes of register or pitch, — i. e., wide skips, the 
effect of which, as stated at 6, is similarly abrupt and vigorous. 

(f) The musical sense of a tone is powerfully influenced by its location 
and vaJue in the rhythmic group. If it be placed upon the accented beat, 
or if its time-value be increased, such musical meaning as it possesses 
(absolute or comparative), is brought out with correspondiDg force. And, 
on the other hand, its location upon an unaccented beat, or its contraction to 
a brief time-value, diminishes the effect and value of its musical meaning. 

(g) The definition of tonal meanings, and the bearing of the above upon 
them, may be roughly stated thus: 

The chord-root is powerful; the chord-third sweeter and more fiexible; 
the chord-fifth soft and tender. If placed upon the accented beats, or 
lengthened, they impart these respective qualities to the entire rhythmic 
group in which they occur. 

The chord-7th and 9th, and the suspensions, are keen, conspicuous, 
and even obtrusive (in proportion to the degree of their dissonance); if 
accented, their effect is heightened; if prolonged, the effect of strain or ten- 
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non IB created. Appoggiatnras are siiuilar, but nsuallj still more pro- 
nounced in e£fect. 

These, and other, distinctions may be tested in the melodic examples 
given in this book, some of which should be reviewed with special reference 
to the quality of Expression. 

130. The principal rules of vocal setting are: 

L That the rhythmic details in the melody should agree closely with 
the prosodic effects of the text; i. e., accented syllables and important words 
should be set to the comparatively accented, higher, or longer, tones; and, 
vice versa, unaccented syllables and unimportant words should be set to 
comparatively unaccented, lower, or shorter, tones. 

IL That the emotional contents of the text should be corroborated, by 
consistent employment of the distinctions of melodic expression above 
explained* 

m. That notes set to separate words or syllables must be detached, in 
notation; while two or more notes set to one word or syllable must be con- 
nected, either by beam, tie, or slur. 

The following examples briefly illustrate these rules. The pupil may 
find numerous others, in English Oratorios, Cantatas, Anthems and Songs 
(i. e., composed originally to English words): 



Ex. 131, 



1. BeeitaUve; pftthetio expression. 
ModercUo, 
mp 



m 



fe 



E 



-+7 




Largo, 
P dim. 



HaXdbl. 



±^ 



f-minor. Thy re • buke 



^ 



hath bro ' ken hie heart. 



Ex.132. 



9. AUegro; Joyoas, vigorons expression. _ 
f , ereee. 



Hahdkl. 




Sb-m%Jor. Me-joieet Be-joieet Me^joiee great-Vg! 



Andante f graceftil expreasion. 
mp 




^^ 






' u "iG ' ' ^^' 1 



etn • hane - ed 



ih€ 



ehMm-ing tight, m - 
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LESSON 35. 

The melodic setting of lines, and of brief stanzas, from church hymn* 
books; or from the Psalms and other parts of the Bible; or from secular 
poetic writings. At first, a few exercises in BecUcUive form, L e., not strictly 
metrical. Afterwards, very numerous studies in metrical Phrase, Period, or 
Double-period form. 

After correction and approval by the teacher, they may be harmonized, 
or provided with a simple instrumental accompaniment. 



THB SNB* 



Digitized by VjOOQIC 



126 



TABLE OF CONTENTS. 



DIVISION ONE. 

ESSENTIAL TONES. 

CsAFTBB L Majob. Thb Soalb-ionb, Bboulab 5 

First Primary Bale 5 

The Four-measure Phrase 7 

Ohaftbb IL Thx Majob Scale-zjne, Exgxptionaii 10 

Ohaftkb nL The Ghobd-unb 12 

Second Primary Bule 12 

Fundamental Harmonic Principles 13 

Bules for Single Skips 15 

Ohaftbb IV. The Ghobd-unb, Continubd. 19 

Summary of Boles (par. 39) 24 

Miscellaneous Illustrations (Ex. 36) 26 

Ohaftbb Y Minob 28 

Ohaftbb VI .Diybbsitx of Bhtthm, Bbqxtlab 31 

Ohaftbb YIL Thb Pbbiod-fobm 34 

Ohaftbb VIIL Ibbbqulab Bhtthm 36 

Ohaftbb IX. ExcbftionaXi Sbmicadbncbs 40 

Ohaftbb X. Stbtax of Melody 41 

Bepetition and Sequence, Exact 41 

Ohaftbb XL Syntax of Melody, Oomtznued 44 

Bepetition and Sequence, Modified 44 

Ohaftbb XII Syntax of Melody, Oontintted 49 

Application to the Period-form 49 

Ohaftbb XIII Az/tebed Scale-steps, Majob 51 

Ohapteb XIV. AiiiEBBD Sgalb-stefs, Mikob 55 

Ohaftbb XV. Modui<ation, ob OHANaEs of Key 58 

Ohaftbb XYI Modui<ation, Oontimubd 62 

Transient Modulations 62 



Digitized by VjOOQIC 



126 TABIiB OF CONTENTS. 

TABM 

Cbaptbi Xyn Modulation, Contznuxd 63 

Application to Period-form 63 

Ohaptsb XVIII Modulation, Ghbomatic 65 

Ghaptsb XIX. Modulation, Continued 66 

Oyerlapping Scale-lines 66 

Ghaftxb XX Modulation in Sbquencbs, and at Gadsncbb 68 

Ohaftbb XXI Ghbomatio Mblodt 70 

Ghaptsb XXII Thb Doublz-pxbiod Fobm 72 



DIVISION TWO. 

UNESSENTIAL, OR EMBELLISHING, TONES. 

CxAPTBB XXIII Definition of Distinction bbtwejen Essential and Un- 
essential Tones 75 

The Suspension 76 

Ghapteb XXrV. The Anticipation 79 

Ghafteb XXV The Passino-note (single) 81 

Ghapteb XXVL The Pabsino-note (successive) 83 

Chromatic Passing-note 84 

Repeated Passing-note 86 

Chapter XXVII Neiohbobino-Notes. 87 

Ghapteb XXVIII. . . .Neiohbobino-notes, Continued 92 

Ghapteb XXIX Neighbobino-note as Appoggiatuba 96 

Ghapteb XXX Double-appoogiatuba 100 

Ghapteb XXXI Appoggiatuba, Continued 105 

Unresolved Neighboring-note 106 

Ghapteb XXXII Evolution op Melodic Gebms 109 

Ghapteb XXXIII. . . .Melodic Evolution, Continued 115 

Disguised Recurrences 115 

€baptbb XXXIV. . . .Melodic Ezpbession 121 

Vocal Setting 122 



Digitized by VjOOQIC 



Digitized by VjOOQIC 



Digitized by VjOOQIC 



Digitized by VjOOQIC 



Digitized by VjOOQIC 



Mus 2M.100 

Exercises in melody-wriHng; a syst 



BC07735 




3 2044 041 044 033 




-^ 



Digitized bl VjOOQ IC 



